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Foreword 


ou do not have to read very far into Studio 
VY tiene to feel that, like Lewis Carroll’s Alice, 

you have stepped through the looking glass 
into a fantasy world where the colors are brighter, 
the scenes richer, and the adventure altogether more 
engaging than what you recall about school. You 
are likely to find rather drab not only many of your 
memories of studying mathematics or history, but 
also many of your school arts experiences. Certainly 
I do. It’s not that my arts teachers lacked the knack; 
I actually think they were rather good. It’s just that 
not enough time was staked out for the patterns of 
learning we read about here. 

So, having stepped through the looking glass 
into this strange world of studio learning, how do 
we make sense of it all? Here the pathways branch. 
Maybe the visual arts are a special sort of undertak- 
ing, some might say. Or maybe these are very special 
teachers and very special students. Or maybe this is 
the sort of messing around we can afford when we’re 
not dealing with high-stakes core subject matters. 

But what if none of these answers leads anywhere 
worthwhile? What if, far from a fantasy world, stu- 
dio learning turns out to be much more realistic re- 
garding the way learning really works than most 
typical classroom settings? 

Toward vetting these possibilities, let’s get a little 
clearer about that studio world on the other side 
of the looking glass. Exactly what is so very exotic 
about it, compared to typical patterns of educational 
practice? My longtime colleagues Lois Hetland, El- 
len Winner, Shirley Veenema, and Kim Sheridan do 
a fine job of portraying the world they have stud- 
ied, the rhythm and the drama and sometimes the 
comedy of the studio classroom. For one thing, as 
the name studio thinking suggests, students spend 
most of their time developing works of art, instead 
of reading books or listening to ideas from their arts 
instructors or doing highly targeted technical exer- 
cises. We discover that all these traditional elements 
have a presence, but with distinctive proportion 


and placement. We learn that receiving information 
in the form of Demonstration—Lectures is a strong 
part of the pattern, but information is immediately 
applied as the studio work proceeds. It’s not just for 
next week or the year after, it’s for today—this can- 
vas, this pot, this sculpture. We also learn that the x 
studio work is spiced with a surprising amount of 
reflection. The studio teachers we meet are constant- 
ly circulating among the learners, prodding them 
to think about what they are doing and why they 
are doing it, as well as conducting critical reflective 
sessions where the group stands back and contem- 
plates the enterprise, its significance, its progress, its 
shortfalls, and its lessons for the future. 

This quick picture of events on the other side of 
the looking glass leads toward a big generalization. 
Most educational practice reflects what might be- 
called an export paradigm. What learners do today 
focuses on exporting knowledge for use in a range 
of envisioned futures. The math in the textbook is x 
for application somewhere, sometime, in some su- 
permarket or on some income tax form or during 
possible careers in business, engineering, or science. 
The history acquired might someday help to make 
sense of an election and to cast a vote more wise- 
ly. The specific activities—problem sets for honing 
skills, answering questions toward understanding 
principles, memorizing information toward quiz- 
zes—are blatantly exercises that target much later 
payoffs. 

What is so very odd about studio learning is its + 
import paradigm. It’s about using knowledge right 
now in a serious way for a complex and significant 
endeavor. Learners deploy what their instructors, 
explain and demonstrate to produce meaningful 
and engaging works of art. Of course, it’s not just 
about now, it’s about later too. The world of later is 
well served by the kinds of projects addressed and 
the reflective discourse around them. 

Studio learning is not the only pattern of peda- 
gogy that attempts this import paradigm. Many 
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teachers of the core disciplines find ways to engage 
Jearners in problem-based Jearning, project-based 
learning, case study approaches to learning, and 
community participation activities, to mention a 
few. Although such endeavors (like studio learning) 
can vary enormously in their quality, they display a 
common deep structure: Students learn for later by 
importing knowledge into rich undertakings now. 

Back to the looking glass question: Where is the 
fantasy and where is the reality for learning? Well, 
speaking of looking glasses, it’s worth remember- 
ing that the whole point of education is to function 
as a mirror of the future—not a flat mirror, present- 
ing to the learner an anticipated future in all its messy, 
complicated, and upsetting details, but a convex mir- 
ror that renders the future in a substantially reduced 
and more tractable but still multidimensional form. 
Learning is likely to be successful to the extent that 
what learners do today mirrors the future. So the ba- 
sic point here is pretty simple: An import paradigm in 
general is a better mirror of the future than an export 
paradigm, even though, paradoxically, the export par- 
adigm seems to shoot for the future more directly. 

Why is the import paradigm a better mirror? Turn- 
ing to studio thinking specifically, studio activities are 
fully developed junior versions of what we would like 
learners to get better at and do more of later. Good 
studio activities capture the full motivational, techni- 
cal, and creative dynamic of creating works of art as a 
professional artist or a serious amateur might do later 
in life. There are challenges of craft and of expression. 
There are experiments, failures, and successes. There 
are demands for reflection and self-discipline. With- 
out the authors’ sensitive profile, one might imagine 
studio work as mostly a matter of developing techni- 
cal skills. Nothing of the sort. While this is part of the 
game, the learners’ struggles with their challenges 
cultivate a number of studio habits of mind, for ex- 
ample: persistence, envisioning possibilities, express- 
ing, observing, reflecting, and stretching beyond the 
immediate and familiar. 

The export paradigm does not score so well as 
a mirror of the future. For one thing, the mirror is 
often broken into a hundred shards, reflecting only 


bits and pieces of what will come. The export para- x 


digm suffers from what I like to call “elementitis.” 
We teach the elements now, with the idea that they 
will coalesce later. We teach component skills, vo- 
cabulary, principles, theories, core examples, and 
when a student asks, “But what is it all for?” the 
answer promises that it will all come together next 
year, or in high school, or in college. Mind you, this 


is not a caution against spending some serious time 
on technica) elements that need targeted develop- 
ment. We see plenty of that in studio work. It’s a 
caution against the endless deferral of large-scale 
meaningful undertakings. 

The export paradigm also tends to suffer from 
“aboutitis.” The export paradigm tries to approach 
future complexities by talking about them rather 
than engaging in them. Thus, students typically 
learn information about history—often rather intri- 
cate stories about what happened and how others 
interpreted it—rather than engaging in historical 
reasoning or interpreting current events through 
an historical lens. The analogy in the world of art 
would be learning a lot about artistic creative pro- 
cesses without actually doing much of it. Aboutitis, 
like elementitis, makes education less of a mirror of 
the future. 

There is a natural reservation about all this. How- 
ever stimulating our journey through the looking 
glass of studio learning, perhaps like Lewis Carroll's 
fantasy worlds it speaks to real life only indirectly 
and suggestively. Perhaps bits and pieces of studio 
thinking and other import approaches might fruit- 
fully come into the teaching of the core disciplines, 
but that’s about it. Perhaps those disciplines do not 
for the most part accommodate so well the rich full- 
scale endeavors of the studio. 

Such a reservation is, I fear, more a failure of in- 
genuity and imagination than anything else. Indeed, 
one does not even have to imagine. What amount to 
studio learning versions of study in the core disci- 
plines already exist in thousands of classrooms, fa- 
cilitated by thousands of dedicated teachers—vari- 
ous incarnations of strategies mentioned before, such 
as problem-based learning, project-based learning, 
case study approaches, community participation, 
and so on. No fantasies, these are realities today. 

And it’s no fantasy that, for both logical and psy- 
chological reasons, the import paradigm is a better 
bet. Importing knowledge into complex meaningful 
endeavors now, with the future in view, is a stronger x 
model of learning than warehousing knowledge for 
the future. It’s the Humpty Dumpty of the export 
model that’s the fragile one. And that’s not Jabber- 
wocky! So let’s step through the looking glass into 
Studio Thinking and join Lois, Ellen, Shirley, Kim, 
and a number of art teachers and students for a vi- 
sion not only of learning in the arts but what could 
be learning most anywhere. 


—David N. Perkins 
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for their next class. You race into the faculty room 

for coffee before your next group arrives, only to 
find visitors from another school who've been look- 
ing for you. They want to hear about your classes. 
How do you teach art, they want to know. 

You try to collect your thoughts while attempting 
to look composed. How can you adequately describe 
your responsive, intense, multifaceted classroom? 
There are the students, of course—each one of them 
is different. And there’s the curriculum—you’re 
teaching drawing right now, and painting comes at 
the end of the term. There’s your current project, and 
the schedule, and how you keep records. There are 
materials, how you acquire them, store them, main- 
tain them, set up access to them—that’s a conversa- 
tion all by itself. Not to mention dealing with your 
students’ families (it’s report time, naturally), the 
administrators (“Are you covering the standards?”), 
your fellow art teachers, the partner organizations, 
the resource room, the social workers, and the school 
psychologist. Then there’s the school principal, al- 
ways wondering whether time dedicated to the arts 
might be better used for math or reading. There’s 
what you do about assessment and reporting, and 
how you deal with teachers in other subjects, and 
field trips, and homework, and absences. . . . 

You ask your visitors, “How much time did you 
say you had?” 

When we began our study of rigorous teaching of 
visual arts at the high school level, we knew we were 
entering a complex landscape, and we meant to find 
language to help teachers and researchers describe 


fe 10:32 AM, and your art students have just left 


it. We were not looking for a prescription that dic- + 


tated what should be done and what was best. Rather, 
we wanted to map visual arts teaching in ways that 
would allow teachers and researchers to see that ter- 
ritory more clearly, to convey more easily what they 
knew about classrooms and teaching, to ponder alter- 
nate routes they might take, and to learn more read- 
ily from other experienced travelers. From the start, 
we were quite sure that visual arts teaching involves 
more than instruction in merely art techniques, and 
we sought to uncover the full spectrum of what re- 
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ally is taught and how that’s accomplished. Our goal 
was to understand the kinds of thinking that teach- 
ers help students develop in visual arts classes and 
the supports they use to do that. 

We have written this book to introduce that de- 
scriptive language and to offer practical examples of 
these two types of concepts—how teachers plan and 
carry out instruction, which we call the Studio Struc- 
tures (see Part I) and what is taught in visual arts class- 
es, which we call the Studio Habits of Mind (see Part 
II). The many examples given of art projects are taken 
from the teachers who graciously invited us into their 
classes to observe them and their students in action. 
We provide photographic images, quotations, and 
anecdotes to ground the concepts in real classrooms 
within the real opportunities and limits of schools. 

We have chosen not to follow the development 
of each particular art project from start to finish. 
Rather we draw on parts of a project pertinent to 
our discussion. The projects are labeled with num- 
bers indicating their chapter and location within 
a chapter, and for readers who may want to focus 
on the development of particular projects, we have 
provided cross references throughout our discus- 
sions. In Appendix A we include a table listing all 
the projects referred to in the book and their loca- 
tions in the chapters. 

Our focus in this book is primarily on the deci- 
sions teachers make, but in several places we also 
show how students respond to these decisions in 
their work, talk, and behavior. As you read, pay at- 
tention to the many ways different teachers describe 
what they intend students to learn, and the many ad- 
aptations each teacher uses of the three organizational 
studio structures (see Part III). Our aim is to provide 
strong evidence that the real curriculum in the visual 
arts extends far beyond the teaching of technique, 
and to demonstrate that such teaching engenders the 
development of serious thinking dispositions that are 
valued both within and beyond the arts. 

Before we enter the classroom in Part I, we dis- 
cuss the background for our work and our goals in 
Chapter 1. In Chapter 2 we describe the teachers and 
classes we studied. 
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Making the Case for the Arts 


Why Arts Epucarion Is Not Just A Luxury 


rts education has always been in a tenuous 
Å ptor in the United States. All too often 

the arts have been considered a luxury in our 
schools—an arena for self-expression, perhaps, but 
not a necessary part of education. This attitude has 
been exacerbated by the federal No Child Left Be- 
hind legislation that was passed in 2001 to improve 
school performance by setting standards of account- 
ability. With mandated, standardized tests in math- 
ematics, reading, and language arts administered 
each year, the focus of schools shifted to raising test 
scores in these areas, since negative consequences 
resulted for schools if scores did not achieve speci- 
fied levels. Because No Child Left Behind empha- 
sizes accountability in literacy and numeracy and 
not the arts, even though the arts are included in the 
Act as a mandated subject area, the result is even 
less support now for the arts in many of our schools 
than there had been in the past. 

In reaction to the increasingly weakened position 
of the arts in our schools, arts advocates have tried 
to make the case that the arts are important because 
they improve students’ performance in traditional 
academic subjects that “really count,” such as read- 
ing and mathematics. Believing that educational 
decisionmakers won't accept arguments based on 
the inherent value of arts learning, arts advocates 
have skirted the fundamental question of the core 
benefits of studying the arts and fallen back on in- 
strumental justifications for arts education—what 
we see as possible “bonus” effects of arts education. 
Few seem to care that these instrumental arguments 
are made with little empirical or even theoretically 
plausible basis. 


Our position is that before we can make the case 
for the importance of arts education, we need to 
find out what the arts actually teach and what art 
students actually learn. In this book we describe 
what students are meant to learn when they study 
the visual arts seriously. We chose the visual arts as 
our laboratory, but we could as well have chosen 
music, dance, or drama. It is our hope that others 
will extend this kind of study to the other art forms. 
We present the case here that the visual arts teach 
students not only dispositions that are specific to 
the visual arts—the craft of the visual arts and an 
understanding of the larger art world outside of the 
classroom (Efland, 1976, 1983)—but also at least six 
dispositions that appear to us to be very general 
kinds of habits of mind, with the potential to trans- 
fer to other areas of learning. The word disposition is 
one we have taken from the work of David Perkins 
and his colleagues (Perkins, Jay, & Tishman, 1993; 
Tishman, Jay, & Perkins, 1993; Tishman, Perkins, & 
Jay, 1995). It refers to a trio of qualities—skills, alert- 
ness to opportunities to use these skills, and the in- 
clination to use them—that comprise high-quality 
thinking. Our Studio Habits of Mind are disposi- 
tions that we saw being taught in the studio class- 
rooms; we believe these dispositions are central to 
artistic thinking and behavior. 

Based on our work to date, we cannot yet say 
whether the dispositions we identified in arts teach- 
ing and learning do or do not transfer to other fields. 
We have not conducted studies to test this possibil- 
ity. However, the work described here is an impor- 
tant step toward demonstrating transfer from learn- 
ing in the arts to learning in non-arts disciplines, if 
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and when such transfer occurs. Only when we have 
established the kinds of dispositions that the arts 
teach can we then address the questions of whether, 
to what degree, and in what ways these dispositions 
are learned and whether they transfer to other ar- 
eas of the curriculum, including ones considered by 
some to be more “basic” than the arts. 


THE FAILURE OF 
INSTRUMENTAL ARGUMENTS 


Let’s take a look at a few of the most prominent in- 
strumental claims for arts education that have circu- 
lated in recent years. A 1995 report by the President’s 
Committee on the Arts and Humanities claimed that 
“teaching the arts has a significant effect on overall 
success in school,” and noted that both verbal and 
quantitative SAT scores are higher for high school 
students who take arts courses than for those who 
take none (Murfee, 1995, p. 3). In the first few pag- 
es of Champions of Change: The Impact of the Arts on 
Learning, an influential publication from the Arts 
Education Partnership and the President’s Commit- 
tee on the Arts and Humanities, we read that “learn- 
ers can attain higher levels of achievement through 
their engagement with the arts” (Fiske, 1999, p. viii). 
And former Georgia Governor Zell Miller handed 
out classical music tapes to all parents of newborns, 
arguing that music improves spatial reasoning and 
would therefore improve math and engineering 
skills (cited on “All Things Considered,” National 
Public Radio, January 13, 1998). These are strong 
claims; and we wondered whether the research evi- 
dence supported them. 

In a project called REAP (Reviewing Education 
and the Arts Project), we examined these instrumen- 
tal justifications for arts education (Winner & Het- 
land, 2000). We conducted 10 meta-analytic reviews. 
A meta-analysis combines and averages the results 
of similar studies to yield a general result. It also 
compares groups of studies matched by variables 
that may influence results (e.g., who teaches, the 
duration of instruction, parental involvement, study 
design). We combined groups of studies appearing 
since 1950 that tested the claim that specific forms 
of arts education result in learning that transfers to 
specified forms of non-arts learning (e.g., reading, 
mathematics, verbal/mathematics test scores, spa- 
tial reasoning). 

Our findings were controversial. They revealed 
that in most cases there was no demonstrated causal 


relationship between studying one or more art forms 
and non-arts cognition. We did, however, find three 
areas where a causal relationship was conclusively 
demonstrated: 


1. Classroom drama improves reading readiness 
and reading achievement scores, oral language 
skills, and story understanding (Podlozny, 
2000). 

2. Listening to classical music improves 
performance on some spatial tests in adults. 
However, since the effect is transitory, lasting 
only 10-15 minutes, this finding has no direct 
implications for education (Hetland, 2000a). 
Unfortunately, people like Zell Miller jumped 
from this finding to the conclusion that if babies 
listen to classical music, their SAT scores will 
show lasting positive effects 18 years later! 

3. Classroom music programs in which children 
experiment with instruments, improvise, and 
move to music improve performance on some 
paper and pencil spatial tests (Hetland, 2000b). 
However, little is known about how long the 
effect lasts or its relationship to performance in 
school subjects. 


We also reported a number of areas for which 
no clear causal implications can yet be drawn. We 
found inconclusive evidence that music improves 
mathematics learning (Vaughn, 2000) and that dance 
improves spatial learning (Keinanen, Hetland, & 
Winner, 2000). We found no evidence that study- 
ing visual arts, dance, or music improves reading 
(Burger & Winner, 2000; Butzlaff, 2000; Keinanen et 
al., 2000). 

That leaves our most controversial finding. We 
amassed no evidence that studying the arts, either 
as separate disciplines or infused into the academic 
curriculum, raises grades in academic subjects or 
improves performance on standardized verbal and 
mathematics tests (Winner & Cooper, 2000). This 
finding was based on an analysis of experimental 
studies—ones that measured children’s academic 
performance before and after arts training and com- 
pared their growth with control groups that did not 
get as much arts training. Given the studies avail- 
able in the research literature, our analysis showed 
that children who studied the arts did no better on 
achievement tests and earned no higher grades than 
those who did not study the arts. 

This finding has confused many people because 
there is in fact a correlation in the United States be- 
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tween how much arts students have studied and the 
level of success they demonstrate on the SAT: SAT 
scores increase steadily as students take one, two, 
and three years of arts courses in high school, and 
they rise more sharply with four years of arts cours- 
es (Vaughn & Winner, 2000). But we cannot conclude 
from this that the arts courses cause the scores to rise. 
The first lesson in any statistics class is not to confuse 
correlation with causality. There are various other 
possible explanations for this arts-SAT correlation 
besides the possibility that studying the arts causes 
SATs to rise. For example, academically strong stu- 
dents may choose to take more arts courses than 
academically weak students, because they know 
that profiles for college admissions are enhanced 
by demonstrating a wide breadth of interests (here, 
arts are not causing SAT improvement). Or, parents 
who value academic achievement in their children 
may also value the arts and thereby encourage their 
children to work hard and take arts courses. In this 
scenario, parents are causing both arts involvement 
and SAT improvement, but the arts play no causal 
role in SAT scores. 

A study in Britain underscores the problems in 
jumping to a causal conclusion based on this cor- 
relational evidence. The British study found just the 
opposite of what has been reported in the United 
States—in Britain, the more arts courses students 
took in secondary school, the worse they performed 
on their national exams (Harland, Kinder, Haynes, 
& Schagen, 1998)! Of course, researchers in the 
United Kingdom did not use this as evidence that 
studying arts causes low achievement, because this 
was not part of their ideology. They realized that in 
their nation, academically weak students are coun- 
seled into the arts, and this is a likely explanation 
for the negative correlation between arts study and 
exam scores. The situation is different in the United 
States: Here we advise weak students to take lower 
level classes or remedial academic classes, but not to 
take the arts. 

We concluded that the instrumental claims about 
the effects of arts education on learning in other 
subjects go far beyond the evidence, a point sup- 
ported by the Rand report, Gifts of the Muse: Refram- 
ing the Debate About the Benefits of the Arts (McCarthy, 
Ondaatje, Zakaras, & Brooks, 2004), and also made 
in Britain by Adrian Ellis (2003). Anger greeted our 
report. Some characterized us as enemies of the 
arts, arguing that publishing our research would 
destroy quality arts education for children in the 
United States. One scholar told us that we should 


never have asked the question, but having done so,. 
we should have buried our findings. 

We were shaken. Our goal had been to find the 
truth behind the claims, and to change the conversa- 
tion from glib and superficial arguments for trans- 
fer, that in the long run may weaken the case for 
arts education, to a more thoughtful consideration 
of what the arts really offer. Arts advocates told us 
to give up—they called our approach an “arts for 
arts sake” argument, a tack they insisted was both 
elitist and doomed to fail. Advocates, they told us, 
must do what works—and that meant arguing for 
the arts as a vehicle for strengthening the kinds of 
basic skills stressed by No Child Left Behind and 
making this case whether or not there was evidence 
to support it. 

Our response? First, justifying the arts only on 
instrumental grounds will in the end fail, because 
instrumental claims for the arts are a double-edged 
sword. If the arts are given a role in our schools be- 
cause people believe that arts cause academic im- 
provement, then the arts will quickly lose ground if 
academic improvement does not result, or if the arts 
prove less effective in improving literacy and nu- 
meracy than high-quality, direct instruction in these 
subjects. When we justify the arts by their secondary, 
utilitarian value, the arts may prove to have fewer 
payoffs than academic subjects. Arts educators can- 
not allow the arts to be justified wholly or primar- 
ily in terms of what the arts can do for mathematics 
or reading. The arts must stand on what they teach 
directly. If along the way we find that the arts also 
facilitate academic learning in other subjects, then 
we have a wonderful side effect. But in justifying 
arts programs on an instrumental basis, we devalue 
the arts and fall prey to the anti-arts or arts-as-frills 
strain that accompanies the back-to-basics move- 
ment in the United States. 

Second, we have never said that studying the 
arts does not transfer to academic learning. Arts 
learning may or may not transfer, depending on 
what is taught and how (Salomon & Perkins, 1989). 
But the research on transfer to date does not allow 
us to conclude that transfer of learning occurs. In 
the words of David Perkins (2001) commenting on 
the REAP meta-analyses, “it is important to stand 
back from their findings [about lack of transfer] and 
ask whether the game is essentially over. . .. Some 
would say that it had never really begun” (p. 117). 
We agree with Michael Timpane, former university 
president and former federal education office policy 
director, who was paraphrased as follows: 
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Arts education research today is at an early stage of 
its development. . . . [in the future, it may become 
clear that it is similar to] research on reading [a 
generation ago], where the accumulation of stud- 
ies over time gradually honed the understanding 
of educators and policymakers as to the best poli- 
cies and practices. (Deasy & Fulbright, 2001, p. 34) 


The most glaring oversight in the studies con- 
ducted thus far on arts transfer is that researchers 
have failed to document the kinds of thinking that 
are developed through study of the arts. If the arts 
are to retain a place within public education, arts 
educators must answer the questions of what the 
arts can teach and what students can learn from the 
arts. Only when we have determined and can docu- 
ment levels of what students actually learn when 
they study an art form does it make sense to look 
for transfer of that learning to other subjects. Many 
of the studies we meta-analyzed did not carefully 
report what and how teachers were teaching in the 
arts compared with control classrooms or programs, 
nor did they assess what students learned. Without 
knowing how teaching in arts classes differs from 
teaching in control conditions, nor the level of learn- 
ing achieved by that arts instruction, one cannot re- 
sponsibly predict why, what, or how learning in the 
arts might transfer outside of the arts. 

The field of arts education, while passionate, is 
vague about these questions. So also is the public’s 
understanding of what is learned in the arts. Just ask 
someone what students learn in art classes, and you 
are likely to hear that they learn how to paint, or 
draw, or throw a pot. That’s true, but it only tells us 
what they do, not how they learn to think. This re- 
ply is analogous to saying that students learn writ- 
ing skills in writing class. Of course students learn 
artistic craft in arts classes. But we must ask what 
else they learn. Does experience in the arts change 
students’ minds so that they can approach the world 
as an artist would? Students must be given the op- 
portunity to think like artists, just as they should 
also be given the opportunity to approach the world 
mathematically, scientifically, historically, and lin- 
guistically. The arts are another way of knowing the 
world—as important as the other disciplines to our 
societal health. 


THE FRAMEWORK OF STUDIO THINKING 


In the study described in this book, we set out to dis- 
cover what excellent visual art teachers teach, how 


they teach, and what students learn in their classes. 
We looked closely at what goes on in five excellent, 
but very different, arts classrooms. (See Appendix 
B for details on how we conducted our research.) 
Despite the debates and the rhetoric about the im- 
portance of the arts in education, surprisingly, no 
other formal studies had, to our knowledge, di- 
rectly examined the kinds of teaching and learning 
that actually occur inside the visual arts classroom. 
A few pioneering studies have investigated in 
careful detail what goes on in non-arts classrooms 
(e.g., Lampert’s Teaching Problems and the Problems 
of Teaching, 2003; Stigler & Hiebert’s The Teaching 
Gap, 1999; and Stevenson’s The Learning Gap, 1994), 
and we have followed in the traditions set by these 
three books. 

Based on what we found in our study, we devel- 
oped the framework we call Studio Thinking. This 
framework describes two aspects of the art class- 
room: (1) How these classrooms are structured, and 
here we describe three studio structures, and (2) what 
is taught in these classrooms, and here we describe 
eight studio habits of mind. 


Studio Structures 


The visual art teachers we studied organized 
their instruction by using many variations on a 
few basic patterns of time, space, and interactions. 
Three of these patterns focus on learning: Demon- 
stration—Lecture, Students-at-Work, and Critique. A 
fourth focuses on management: Studio Transitions, 
when students move from one structure to another, 
or prepare to start or end art class. We included Stu- 
dio Transitions as a Studio Structure only because, 
when poorly executed, transitions eat up valuable 
learning time, and when well-run, they may also 
provide a few more moments for focused, one-on- 
one interactions between teacher and students. An 
overview of the three learning structures is present- 
ed in Figure 1.1, and they are discussed in more de- 
tail in Chapter 4. 


Studio Habits of Mind 


We also observed a “hidden curriculum” in vi- 
sual arts classes, and we argue that this is their real 
curriculum. We came to the conclusion that, in ad- 
dition to two basic arenas of learning—teaching the 
craft of the visual arts (e.g., techniques, tool use), 
and teaching about the art world beyond the class- 
room (e.g., art history, visual culture, the world of 
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Figure l.l. Three Studio Structures 


Demonstration—Lectures 


e Teachers (and others) deliver information about 
processes and products and set assignments 

e Information is immediately useful to students for 
class work or homework 

e Information is conveyed quickly and efficiently to 
reserve time for work and reflection 

e Visual examples are frequent and sometimes 
extended 

e Interaction occurs to varying degrees 





Critique 


e Central structure for discussion and reflection 

e A pause to focus on observation, conversation, and 
reflection 

e Focus on student works 

e Works are completed or in progress 

e Display is temporary and informal 





Students-at-Work 


e Students make artworks based on teachers’ 
assignments 

e Assignments specify materials, tools, and/or 
challenges 

e Teachers observe and consult with individuals or 
small groups 

e Teachers sometimes talk briefly to the whole class 
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galleries, curators, critics), at least six other im- 
portant kinds of general cognitive and attitudinal 
dispositions are developed in serious visual arts 
classes. These dispositions are central to learning 
in many subjects, and they may well transfer to 
academic subjects. 

The dispositions that emerged from our study 
bear some striking similarities to those that Elliot 
Eisner, in his book The Arts and the Creation of Mind 
(2002), has argued that the arts teach (e.g., learning 
to attend to relationships, flexibility, and the abil- 
ity to shift direction, expression, and imagination). 


Our research sets the stage for informed studies of 
the transfer of arts learning. However, whether or 
not transfer of learning occurs from arts instruc- 
tion, the kinds of thinking developed by the arts 
are important in and of themselves, as important as 
the thinking developed in more traditionally aca- 
demic subjects. 

In our study we witnessed teachers striving to 
instill all eight “Studio Habits of Mind” (or dispo- 
sitions). We observed that whenever teachers were 
helping students develop technical skills (the habit 
of mind we refer to as Develop Craft: Technique and 
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Figure |.2. Eight Studio Habits of Mind 


ras Develop Craft 


Technique: Learning to use tools (e.g., viewfinders, brushes), materials (e.g., charcoal, 
paint); Learning artistic conventions (e.g., perspective, color mixing) 
Studio Practice: Learning to care for tools, materials, and space 


Engage and Persist 


Learning to embrace problems of relevance within the art world and/or of personal 
importance, to develop focus and other mental states conducive to working and 
persevering at art tasks 


Envision 


Learning to picture mentally what cannot be directly observed and imagine possible 
next steps in making a piece 


Express 
Learning to create works that convey an idea, a feeling, or a personal meaning 


Observe 


Learning to attend to visual contexts more closely than ordinary “looking” requires, and 
thereby to see things that otherwise might not be seen 


Reflect 


Question and Explain: Learning to think and talk with others about an aspect of one’s 
work or working process 

Evaluate: Learning to judge one’s own work and working process, and the work of 
others in relation to standards of the field 


Stretch and Explore 


Learning to reach beyond one’s capacities, to explore playfully without a preconceived 
plan, and to embrace the opportunity to learn from mistakes and accidents 


Understand Art World 


Domain: Learning about art history and current practice 
Communities: Learning to interact as an artist with other artists (i.e., in classrooms, in 
local arts organizations, and across the art field) and within the broader society 
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Studio Practice), they were also inculcating one or 
more of the other seven habits of mind. These hab- 
its of mind are dispositions that are used in many 
academic arenas and in daily life: the dispositions 
of Observation, Envisioning, Reflecting, Expressing, Ex- 
ploring, Engaging and Persisting, and Understanding 
the Art World. Once taught in the arts studio, these 
dispositions might transfer to other contexts of 
learning. (An overview of the Studio Habits of Mind 
is presented in Figure 1.2, and they are discussed in 
detail in the chapters in Part II.) 

These habits of mind are important not only for 
the visual arts but for all the arts disciplines, as well 
as for many other kinds of study. Similar mental 
habits are deployed in the serious study of dance, 
music, theater, science, mathematics, history, litera- 
ture, and writing. For example, students must learn 
a great deal about tools and materials in a science 
lab, and this kind of learning is analogous to the art 
studio habit we call Develop Craft. The disposition to 
Engage and Persist is clearly important in any serious 
endeavor: Students need to learn to find problems of 
interest and work with them deeply over sustained 
periods of time. The disposition Envision is important 
in the sciences (e.g., generating hypotheses), in his- 
tory (e.g., developing historical imagination), and in 
mathematics (e.g., imagining how to represent space 
and time algorithmically). Express is important in any 
kind of writing that one does, even in analytical non- 
fiction and historical narratives. Observe, or its corol- 
laries, listen and attend, is required across all disci- 
plines. The disposition to Reflect (becoming aware of 
one’s decisions and working style, becoming able to 
assess one’s work and that of others) is also impor- 
tant in any discipline. Similarly, Stretch and Explore 
emphasizes the need to experiment and take risks, 
regardless of the domain of focus. Understand the Art 
World has its parallels in other disciplines, in which 
students are asked to identify links between what 
they do as students in a particular domain and what 
professionals in that domain do, have done, and are 
doing. Good science, history, English, and mathemat- 
ics teachers (as well as teachers of any other subject) 
propose problems to think about that are currently 
being grappled with by contemporary practitioners 
and engage their students in understanding how the 
work and thinking taught in classes operate in the 
world beyond the classroom. 

However, we urge our readers to be cautious in 
interpreting these comments. Just because a habit 
learned in the arts is also used in other disciplines, 
it does not follow that learning one of these habits 


in the arts classroom actually strengthens that habit 
when the student enters a science, mathematics, his- 
tory, literature, or writing classroom. It may work the 
other way around, with habits learned in academic 
subjects transferring to learning in the arts. Alterna- 
tively, the same habits could be learned separately 
in each kind of classroom. To do so, however, ex- 
plicit efforts to link subjects must be made regularly 
if transfer is to occur reliably (Salomon & Perkins, 
1989). The transfer from arts to academics hypoth- 
esis remains just that—a hypothesis to be tested. But 
with these studio habits identified, we can now test 
plausible hypotheses. 

For example, it seems reasonable to suggest that 
the habits of both observing and envisioning may 
transfer to a science class. If students were explicitly 
taught to think about habits of mind that they had 
acquired in arts class and to try to use them in biol- 
ogy class, for example, these dispositions might in- 
deed transfer. In short, for each of the habits identi- 
fied as learned in the arts, we can now think carefully 
about how and where this habit might be deployed 
outside of the arts and then test for such transfer. 
The first step is to assess how well each habit has 
been learned in a parent domain (art is the “parent” 
if learning transfers from art to another subject); the 
second step is to determine whether the strength 
with which a habit in the arts is learned predicts 
how well the habit is used in a target domain, out- 
side of the arts (e.g., mathematics or reading). This is 
a logical way to go about testing for transfer. 

The model we present here of visual arts learning 
is consistent with, but does not replace, the National 
Standards for Arts Education (from the Consortium 
of National Art Education Associations) or the many 
state standards that have been developed for learn- 
ing in the arts. The standards specify a particular 
group’s stance (e.g., a state or a national arts asso- 
ciation) about particular levels and types of student 
achievement in the visual arts. In contrast, our Studio 
Habits of Mind identify more general cognitive and 
attitudinal dispositions that allow students to meet 
these standards. Thus our findings complement the 
standards and allow us to unify learning in the visual 
arts from the earliest to the most advanced levels of 
education, and across national and local contexts. 


CONCLUSION 


There are promising signs emerging today in arts 
education that the role of arts learning in and out 
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of schools may be growing stronger. California re- 
cently reinstituted state-wide support for arts in 
public schools with $105 million in funds designat- 
ed in 2006 and intended to be reallocated annually, 
along with a $500-million, one-time allocation to 
build infrastructure for the arts and physical edu- 
cation (e.g., buying kilns, presses, computer arts 
equipment). Parents want their children to be in- 
spired and not just memorize facts, and they are 
coming to realize that the arts play a critical role 
in inspiring children (Bostrom, 2003). The Wallace 
Foundation funded the Rand Corporation’s report 
that argues against instrumental claims for the 
arts (McCarthy et al., 2004) and has commissioned 
a report by Harvard Project Zero on what counts 
as quality in arts education today. And there is re- 
newed interest among private funders in establish- 
ing what the arts in themselves do (the Dana, Ford, 
and Hewlett Foundations are currently funding 
such initiatives). 

We hope that this book provides arts educa- 


tors, advocates, and researchers with some argu- 
ments they need to lobby for strengthening the arts 
in our schools. Arts teachers, those who prepare 
arts teachers for licensure, and principals and cur- 
riculum directors can use our findings in conver- 
sation with one another, with beginning teachers, 
and with teachers of other disciplines, so that the 
understanding of arts’ role in teaching disciplin- 
ary thinking becomes clearer to all educators. 
Our findings should help art teachers refine their 
teaching practices, help arts advocates explain arts 
education to decisionmakers, and help research- 
ers explain proposed studies to funders. Non-arts 
teachers have much to learn from how excellent 
arts teachers personalize instruction, engage in 
just-in-time interventions as they circle the room 
while students work, and stimulate students’ criti- 
cal and self-reflective skills during regular critique 
sessions. Finally, the Studio Thinking Framework 
lays the foundation for more precisely targeted and 
plausible transfer studies. 


TWO 


Taking Arts Education Seriously 


Our SCHOOL-BASED COLLEAGUES 


dertook the work presented in this book. Our 

goal was to identify “what” is taught in visual 
arts (eight dispositions we call the Studio Habits of 
Mind) and “how” teachers do that (organizing class- 
room time, space, and interactions using three Stu- 
dio Structures). In this chapter we introduce the two 
schools and five teachers with whom we worked to 
identify the complexities of teaching and learning in 
the visual arts. 

In launching our research project, we looked for 
schools in the Boston area that took the arts serious- 
ly. By “seriously,” we meant that they explicitly de- 
fined themselves as dedicated to the arts; they hired 
teachers who were practicing artists; they admitted 
students selectively, considering students’ portfo- 
lios; and their programs included intensive arts in- 
struction. We chose the Boston Arts Academy, a pub- 
lic, urban pilot school, and the Walnut Hill School, 
an independent residential school outside of Boston. 
At these schools, students receive over 10 hours of 
arts instruction per week. Classes at the Boston Arts 
Academy contain about 25 students; those at Wal- 
nut Hill, about 15 students. 

Five teachers, three at Boston Arts Academy and 
two at Walnut Hill, agreed to collaborate with us in 
our study of visual arts teaching. These five teachers 
were selected by the heads of each school as excel- 
lent teachers who might be interested in allowing us 
to study their classrooms. We then approached each 
teacher and discussed our project; each teacher will- 
ingly agreed to work with us. Not only did they make 
it possible for us to videotape one of their classes ev- 
ery month throughout the academic year, but they 
also granted us lengthy interviews following each 
class, and these interviews often lasted 2 hours. 


|: the first chapter, we explained why we un- 


THE THREE 
BOSTON ARTS ACADEMY TEACHERS 


Beth Balliro: Painting and Ceramics 


Beth Balliro (see Figure 2.1) has worked as an art- 
ist/educator with Boston youth for over 10 years 
and at the Boston Arts Academy since its opening 
in 1998. She has taught visual arts and music, super- 
vised teen mural projects, and directed public per- 
formances in conjunction with national initiatives 
against youth violence. 





Figure 2.1. Beth Balliro with student 


Beth sees teaching art as very political. She be- 
lieves strongly that urban students need to learn 
to speak about their art in the world, and she feels 
that the Boston Arts Academy will have failed if its 
students buy into the “disenfranchised artist” myth. 
She sees that myth as furthering the isolation and 
frustration of urban students, which ultimately leads 
to their stopping the making of art. She sees her stu- 
dents as artists, and she wants to help them take on 
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the challenge and responsibility of being artists who 
are heard. “That’s a greater challenge than even mak- 
ing art for most people.” Art makes a society a place 
worth living in, says Beth, so urban students have to 
figure out how to demand that they be heard, using 
the language of the society to make their point. 

We filmed five of Beth’s 9th-grade classes in a 
course she describes as “two-thirds clay and one- 
third painting.” Twenty-seven students were en- 
rolled in this class, which met on Monday and 
Wednesday afternoons from 1:00 to 3:30 pm from 
February through June. 

Beth is a nationally exhibited painter in the plein 
air tradition and her recent work, which documents 
active wildfires, can be found on the cover of Sala- 
mander Magazine's 2003 edition. In addition, she is the 
2003 Isabella Stewart Gardner Museum’s Teacher- 
in-Residence and teaches at the Massachusetts Col- 
lege of Art. 

Beth earned a Bachelor of Arts degree cum laude 
from Smith College and a Master of Science in Art Ed- 
ucation and professional licensure in Massachusetts 
from the Massachusetts College of Art. In the sum- 
mer of 2001, immediately prior to her participation in 
this research, she was awarded a fellowship from the 
Surdna Foundation and studied ceramics in Japan. 


Kathleen Marsh: Sculpture and Drawing 


Kathleen Marsh (see Figure 2.2) is a founding faculty 
member of the Boston Arts Academy and has been 
teaching there since 1998. She strives to instill in her 
students the foundational skill of rigorous habits of 
work. She believes in the importance of observation- 
al drawing as a way to teach students how to see. She 
wants her students to learn that looking and draw- 
ing are closely intertwined and that looking connects 
to thinking and interpretation. She uses assessment 
as a learning tool, giving students explicit criteria for 
what counts as distinguished performance for each 
project (scoring rubrics). She encourages self- and 
peer-critique and -assessment, and stresses the im- 
portance of affirming students’ strengths even as she 
breaks down their set conceptions of drawing. 

She explains that her students arrive “with this 
sort of focused way of looking . . . and they have this 
set way of making art... and it’s our job to crack that 
open and say, OK. This is great—what you’ve done 
so far, but look at all this other stuff you could do.” 
Kathleen thinks in terms of a 4-year sequence from 
9th to 12th grade. Foundational habits of working, 
thinking, and seeing are begun in the 9th grade and 
are continually revisited and strengthened over the 
students’ 4 years at the school. She has found that 





if habits of work are ingrained early, she can be less 
explicit about the need for these habits later on, as 
students begin to focus on higher and more person- 
alized artistic goals. 
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Figure 2.2. Kathleen Marsh in the classroom 


We filmed nine of Kathleen’s classes, four 9th- 
grade and five 12th-grade sessions. Twenty-seven 
students were enrolled in the 9th-grade class, which 
met Monday and Wednesday afternoons from 1:00 
to 3:30 pM, September through January. Nineteen 
students were enrolled in the 12th-grade class, 
which met second semester from February through 
June on Tuesday and Thursday mornings from 9:00 
to 11:30 AM. 

Prior to the Boston Arts Academy, Kathleen 
taught for 10 years in the Boston, Somerville, and 
Georgetown school districts; at Massachusetts Col- 
lege of Art and Wheelock College; and in out-of- 
school programs, such as Arts in Progress and the 
Museum of Fine Arts, and was the coordinator for 
an arts-based after-school program for 3 years. 

Kathleen, after studying voice at the Eastman 
School of Music, received her B.F.A. in sculpture from 
Syracuse University in 1983, where she was a Wirt- 
Newman scholar, and her Master of Science in Art 
Education with professional licensure from the Mas- 
sachusetts College of Art in 1996, where she received 
the Hugh Sloan Award for distinguished teaching. 
She has exhibited her work locally and nationally 
and has been affiliated with several local projects, in- 
cluding First Night, Federated Dorchester Neighbor- 
hood Houses, and Worcester Art All-State. 


Guy Michel Telemaque: 
Photography and Design 


Guy Michel (Mickey) Telemaque (see Figure 2.3) 
has taught at the Boston Arts Academy since 2000. 
Like Kathleen, Mickey believes in the importance of 
teaching his students to see anew. He wants them to 
forget what they know and how they think the world 
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looks and see the world with fresh eyes. He urges 
students to experiment and to use their earlier drafts 
as source material for later work. He stresses process 
over product, so that students will not get blocked 
by the desire to make perfect pieces right away. He 
wants students to develop design skills that become 
second nature to them—like waking up in the morn- 
ing or tying their shoelaces. He stresses the basics of 
design. When students enter the 9th grade, he tells 
us that “it’s not about feelings now. I’m not trying to 
get them to emote on a page. At this point, composi- 
tion should be about space, and line, and form.” He 
strives to instill a serious work ethic in his students. 
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Figure 2.3. Mickey Telemaque talks to his class 


We filmed eight of Mickey’s classes, six in 9th- 
grade design and two in photography (10th and 11th 
grades). Thirteen students were enrolled in this class 
each term (fall and spring), which met on Tuesday and 
Thursday afternoons from 2:00 to 3:30 pm. The pho- 
tography classes had 11 students each. Tenth grade 
met on Monday afternoons from 2:00 to 3:30 PM, and 
11th met on Tuesday mornings from 9:00 to 11:30 AM. 

Mickey was born in Queens, New York, and grew 
up in Miami, Florida. He received his B.A. in Fine Arts 
from Flagler College in 1992 and his M.F.A. in photog- 
raphy from the Massachusetts College of Art in 1998. 
Mickey taught for a year at the Southeast Museum 
of Photography, and at the Massachusetts College of 
Art before coming to the Boston Arts Academy. His 
work has been exhibited in several galleries and col- 
lected by the Southeast Museum of Photography. 


THE TWO WALNUT HILL TEACHERS 
Jason Green: Ceramics and Ceramic Sculpture 


Jason Green (see Figure 2.4) began teaching at 
Walnut Hill after graduating with his M.F.A. from 
the New York State College of Ceramics at Alfred 








University in 1998. Jason stresses the importance of 
getting students to stretch, to take risks, and to ex- 
periment. “I think it’s important as artists that we 
are always expanding and exploring the medium, 
and because of that, I try to get a lot of students to 
innovate . . . develop ways of learning that aren’t 
expected.” His teaching combines the inculcation 
of basic skills with the assignment of projects that 
encourage a great deal of choice, freedom, and ex- 
perimentation. He sees technical knowledge as lib- 
erating: Without technical knowledge, “there’s not 
really a chance for discussion about choices.” Jason 
teaches ceramics, and his vision of ceramics is a broad 
one. He tells his students that making things on the 
wheel is a form of drawing, that clay is a receptive 
material that records mark-making actions just like 
paper records the marks we make with pen. 

We filmed eight of Jason’s classes in his ceram- 
ic sculpture class. The fall term focused on wheel- 
throwing, and the spring term on hand-building. 
Ten students were enrolled in this class, which met 
on Tuesday afternoons from 2:00 to 5:00 pm. 
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Figure 2.4. Jason Green consults with a student 


As a ceramic sculptor, Jason uses brick, tile, and 
other fabricated architectural elements combined 
with decorative interior surfaces. His patterned ter- 
ra cotta fragments investigate the relationships be- 
tween physical spaces, the body, time, and memory. 
He was awarded an Emerging Artist Grant from the 
American Craft Council in 2003, and in 2005 received 
an Individual Artist Grant from the Massachusetts 
Cultural Council. Recent exhibitions include the In- 
vitational Exhibit of International Ceramics at the 
Guangdong Shiwan Ceramic Museum in China, Tiles 
on the Edge at Pewabic Pottery in Detroit, Mastery in 
Clay at the Clay Studio in Philadelphia, and Ceramic 
Artists of the Northeast at the Slater Museum in Nor- 
wich, Connecticut. His work can be seen at http: // 
www.absolutearts.com/portfolios/j/jasongreen. 
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Jim Woodside: Drawing 


Jim Woodside (see Figure 2.5) has been a teacher 
and the Director of Visual Art at Walnut Hill since 
1988. Jim views drawing as a language that, if well 
taught, becomes a fluid tool rather than a mecha- 
nistic application of rules. He tries to demystify 
art-making, telling his students that making art is 
just a normal form of “work.” He connects art to 
life, telling his students that if their artwork is not 
connected to their lives and their selves, then their 
artwork will lack meaning. He creates a studio at- 
mosphere in his class where students learn from 
their peers as they watch one another work and as 
they participate in daily critiques discussing one 
another’s works. 

We filmed nine of Jim’s classes. Eight of the vis- 
its were to his drawing class. Fourteen students 
were enrolled in this class, which met on Wednes- 
day afternoons from 2:00 to 5:00 pm. The ninth class 
was his Senior Studio, a critique class of twelve se- 
niors that met on Friday afternoons from 2:00 to 
4:00 PM. 
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Figure 2.5. Jim Woodside leading a critique 


Jim is a landscape painter who has exhibited his 
work regularly throughout the northeast United 
States for over 20 years. A 2003 grantee from the 
National Science Foundation’s Artists and Writers 
Program, he traveled to Antarctica to paint land- 
scapes. Upon his return, he exhibited this work at 
the Tatistcheff Gallery in New York City, and he has 
lectured extensively on his “Painting in Antarctica” 
experience. These lecture venues have ranged from 
the U.S. Environmental Protection Agency “Science 
Seminar Series” to pre-school classrooms. 

Jim received his M.F.A. degree in 1983 from the 
Maryland Institute College of Art, Hoffberger School 


of Painting. Prior to that, he participated in the Inde- 
pendent Study Program at the Whitney Museum of 
American Art. 


CONCLUSION 


We chose the schools we did because we wanted 


to find out what can happen in the art room un- 


der the best of circumstances—when the teachers 
are themselves artists, when the students are seri- 
ous about studying art, and where extensive time 
is spent studying art every day. Of course, these are 
not the typical conditions for the teaching of art. But 
we reasoned that it makes sense to observe teachers 
in schools in which they have the authority, time, 
and resources to make and act on professional art- 
education decisions. 

Since we only filmed one class per month taught 
by each teacher, we had to make sure that we were 
not missing anything. We believe that what we 
Saw was representative of what went on in our 
five teachers’ classrooms. We interviewed each 
teacher prior to the study about his or her teach- 
ing philosophy and goals for the entire semester’s 
class. In addition, we interviewed each teacher 
subsequent to taping each class: We showed them 
clips from the class, asked them about their inten- 
tions behind their interventions, and asked them 
to identify evidence for their assertions in depth. 
We also showed our manuscript to each of the 
teachers, asking them for a “validity check” to see 
whether we missed anything important about their 
teaching. All five of them told us that they felt we 
had captured the heart of their teaching. We have 
presented this work to a wide range of audiences 
around the world. No one has identified an artistic 
habit of mind that we cannot readily categorize as 
one of our eight habits. 

We stress that the art classes we present here 
are not unique. True, we worked in very unusual 
schools, ones that grant extensive time to the arts 
to students who have chosen to focus on the arts. 
Nonetheless, the actual methods used by the teach- 
ers, and the projects students worked on, are ones 
that art teachers use in all kinds of classrooms in 
all kinds of schools. Thus, the model we present 
can guide planning and instruction in most visual 
arts classrooms. The model we present is the real, 
if sometimes hidden, curriculum in the visual arts 
classroom. 


Part | 


STUDIO CLASSROOMS: 
THE HOW OF STUDIO TEACHING 


Walk into a studio art class, and you may feel you 
have left school. The students look relaxed; some- 
times they sit on the floor or music plays softly. 
After materials are set up students dig in, not con- 
cerned about getting clay on their hands or paint 
on their jeans. You see the teacher introducing 
concepts and demonstrating, and then you watch 
as students become engrossed in the day’s project. 
Often their work is part of a much longer project, 
already begun, extending for weeks. Sometimes a 
work of art by an established artist is displayed and 
discussed because something the artist did relates 
to today’s work. Today we are working on light. 
Let’s see how Edward Hopper used light. Today 
we are working on portraits. Let’s look at Cubist 
portraits and compare them with more realistic 
ones to get a feel for the many ways there are to 
represent the world. 

Students talk among themselves quietly 
as they begin to work, and the teacher circles 


around, watching for teachable moments and ze- 
roing in on individual students with a comment, 
suggestion, question, or critique. At the end of 
class there is often a critique in which students 
gather to share and discuss their work, a session 
in which critical judgment and metacognition are 
nurtured. 

A studio classroom is much more complicated 
than it looks at first impression. The students who 
originally appeared so casual are actually work- 
ing hard—they are thinking visually, analytically, 
critically, creatively. In Chapter 3 we discuss how 
teachers develop a studio culture—how they de- 
sign the physical environment, how they create 
projects that are engaging and focused on devel- 
oping students’ thinking. In Chapter 4 we delve 
into the three structures of a studio art classroom 
through which teachers guide student learning: 
Demonstration—Lecture, Students-at-Work, and 
Critique. 


THREE 


Elements of 
Studio Classrooms 


n the surface, a studio classroom might 
(e to require little teacher planning. 

Teachers usually talk briefly and often quite 
informally. While students are making art, teach- 
ers might appear, to casual observation, to be mill- 
ing about aimlessly. And when the group looks at 
students’ work and talks about it together, teachers 
respond in an impromptu way and encourage stu- 
dents to do much of the reflecting. Getting students 
to clean everything up might appear to be the tough- 
est part of art teaching! 

However, this informality belies the careful 
thinking and artfulness required to make a studio 
class work. As we observed art teachers, we saw 
three areas of focus that teachers used to make their 
art classrooms into places in which students engage 
rigorously in learning: 


e Creating a studio culture 
e Focusing thinking with studio assignments 
e Teaching through artworks 


In what follows, we describe the elements we ob- 
served in each of these areas of focus. 


CREATING A STUDIO CULTURE 


Studio classrooms have a different “feel” than class- 
rooms in many other disciplines. The space is set 
up to promote work-flow, there is sometimes mu- 
sic playing to create a mood and to sustain and/or 
modulate students’ energy, and students are usually 
absorbed by handling (often messy and sometimes 
complex and even dangerous) materials and tools. 


The teachers we observed were attentive to a range 
of elements (e.g., space, time, language, music, and 
routines) that contributed to creating a studio cul- 
ture to support the learning they intended. 


Designing the Physical Space 


The arrangement of space is a powerful factor A. 
in helping to accomplish instructional goals. A pri- 
mary consideration is getting materials and tools 
into students’ hands efficiently. When teachers have 
the space, they often set up materials stations that 
students can access from several directions to avoid 
waiting, and ask students to collect what they need. 
Other times, when materials must be put away be- 
cause space is shared, teachers use student assistants 
to pass out materials from a central materials cen- 
ter. Teachers sometimes choose to set up the class- 
room just enough to get students started, and then, 
throughout the class, bring students new materials 
for later phases of work. 

Wall space is also a potential teaching tool. At the 
Boston Arts Academy, Kathleen, Beth, and Mickey 
organized wall spaces, for example, to express dis- 
ciplinary, school, and personal values; models of 
work; and intentions for learning. Even though the 
rooms at the Academy are shared, teachers still use 
the walls to display a rich array of professional and 
student artworks and texts of various types, includ- 
ing instructions for routines, goals, quotations, an- 
nouncements, and humorous and personal remind- 
ers. Similarly, at Walnut Hill, Jason and Jim also use 
the walls to teach. One wall in Jason’s ceramic stu- 
dio features a large matrix of tiles that reveals how 
systematic mixing and layering of glazes produce 
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different effects after firing. Jim’s classroom walls 
are usually lined with students’ works in progress, 
both from students in the current class and from 
students in other classes. 

The organization and labeling of space to house 
materials and tools is also an important consider- 
ation. Jason has clear plastic drawers labeled and 
filled with ceramic tools, and he labels shelves with 
students’ names as personal storage areas for works 
in progress. Jim labels spaces for student portfolios, 
again, so all student work is accessible to both stu- 
dents and teacher for review and reflection. 
~ Configurations of furniture also have a great im- 
pact on how classes function. Beth sets up the studio 
in a totally different arrangement when she starts 
a unit on clay, and she switches it again when she 


starts a painting unit. These adjustments accommo- 


date different social groupings as well as different 
uses of materials. Jason also reconfigures the class- 
room space between units, removing the pottery 
wheels when the class begins to focus on sculpture. 
As sculpture begins, he sets up a central table and 
individual sculpture stools so students can choose 
how to position themselves relative to their work 
and their peers. Jim keeps his studio quite open, 
often with a central object of focus (e.g., a 10-foot 
diameter still life of variously sized boxes, a splay 
of crumpled black paper hanging from the ceiling). 
This spatial choice unifies the class and also encour- 
ages students to explore several vantage points be- 
fore committing to a position for drawing. In addi- 
tion, Jim uses three different “seating” options to 
promote students’ taking varied perspectives on 
their work. Students can observe from a low level 
(sitting on the floor with a drawing board propped 
on a brick), from a midlevel (sitting astride draw- 
ing horses), or from above (standing at easels). All 
of these space considerations build in flexibility that 
reminds and encourages students to think about the 
effects of other people, materials, and processes on 
the concepts being addressed. Teachers use space to 
support their learning intentions. 


Designing Classroom Light and Sound 


Teachers also create atmospheres with light and 
sound to help students persist in their work. In sev- 
eral of the classes we observed, teachers used music 
as background to help students develop a flow in 
their work, whether to energize or calm them. For 
example, both Kathleen and Mickey sometimes held 
“Open Studio,” in which students harness their en- 


ergy with popular music and a social buzz. In these 
classes, students joke, talk, and move around a lot 
as they work. Jim often plays more upbeat music in 
the late afternoons, to lift the energy during the late 
hours of long afternoon classes when students are 
tired. And for clean-up, some teachers use popular 
music to provide an energetic, upbeat atmosphere 
and to manage the routine—when the song is over, 
the class assesses what's left to be cleaned and starts 
in again as necessary. 

Conversely, for projects that require quiet con- 
centration, Kathleen sometimes declares a “Closed 
Studio.” In these sessions, students work silently 
while calming music plays in the background as an 
aid to concentration for those who are easily dis- 
tracted. Jim often used more complex jazz playing 
quietly in the early hours of classes, when students 
are making decisions about composition and focus- 
ing on new skills. Again, teachers make the choice 
of music intentionally so that it supports students’ 
learning for particular challenges. 

Light is another tool teachers use to set atmo- 
spheres conducive to learning. In Kathleen's portrait 
assignment, students each set an individual light 
source to create the strong values they were empha- 


_ sizing in their charcoal drawings. Jim frequently 


changes the lighting for particular challenges and 
even during a single class. He pulls the shades, uses 
spotlights, turns overhead lights on or off, and oc- 
casionally lines the window shades with strings of 
small white lights. In addition to creating aesthetic 
interest, such variation emphasizes the strong influ- 
ence of light on mood and encourages students to 
use it as an element in their artworks to express dif- 
ferent attitudes and meanings with values. 


Designing the Social Climate 


Teachers not only design the physical space, they 
also design informal and sometimes more formal 
ways that students interact with one another and 
with teachers to create a social climate that nurtures 
learning. 


Teacher-Student Interactions. As students make 
artworks, teachers observe and intervene. Such ob- 
servation and responsive teaching is critical to stu- 
dent learning. Teachers are also aware and thought- 
ful, however, of students’ needs for privacy at times 
to develop a relationship with materials, tools, and 
their own work. For instance, Jim often spends the 
first 10 or so minutes of a Students-at-Work session 
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tidying up and organizing the classroom. That is 
not just an efficient use of time for managing ma- 
terials. It also gives the students a chance to enter 
into their work in personally meaningful ways. 
Similarly, we noticed Jason working on his own coil 
sculpture during a Coil Project. He used his sculp- 
ture stool as a perch from which to observe students 
when they needed time without being distracted. 
By stepping back, these teachers set an atmosphere 
of unobserved independence for the students, while 
remaining close enough to see what is going on and 
being ready to intervene with questions, sugges- 
tions, or demonstrations as the need and opportu- 
nity arise. 

Studio teachers’ use of language models artful 
talk for students that helps them think about their 
work in more sophisticated ways. The language also 
conveys important messages about what is valued 
and possible in that classroom. The teachers we ob- 
served often used such words and phrases as deci- 
sions, planning, think about, what if, you might consider, 
I wonder if, experiment, it might be because, you could 
try (x or y or z), and so forth, all of which are utter- 
ances intended to encourage approaching work or 
ideas thoughtfully. This kind of talk encourages 
the studio habits of Reflection (describe it), Envision 
(think about it), and Stretch and Explore (experiment). 
Students internalize the vocabularies for thinking 
about art that teachers model. In our observations 
of classes and our later interviews with students, we 
frequently heard students use the same language as 
their teachers when talking about their work. 


Peer Interactions. Teachers also need to ensure 
that students feel safe and respected by each other. 
For instance, teachers at the Boston Arts Academy 
explicitly instruct students in how to make con- 
structive criticism rather than hurtful comments in 
critiques. For the beginning students, they taught 
peer critique methods such as making a positive 
comment first and then phrasing suggestions for 
improvement in neutral terms (e.g., “I wonder what 
would happen if you...,” “Have you thought about 
trying ...,” “That makes me think about... ,” and 
“Thad trouble with that in [x assignment] and I tried 
...and it worked pretty well.”). 

Teachers also want to create a climate where 
students are engaged with each other, collaborat- 
ing and learning to participate in a community 
of artists. While Jim acknowledges that students 
are not always as clear and helpful to each other 
in their advice during critiques as he might be, he 


encourages them to talk so that they learn to learn 
from one another: 


If I had them never talking to each other . . . it 
could be a sort of a flat atmosphere where not 
much exchange goes on. At worst, it could be a 
competitive, threatening atmosphere . . . you're 
going to have an atmosphere. . . . Something’s go- 
ing to happen, so you may as well take control of 
it and make it serve your needs, serve the class. 


FOCUSING THINKING WITH 
STUDIO ASSIGNMENTS 


Assignments are one of the main ways that teachers 
guide and nurture students’ learning. By constrain- 
ing a few directions of thinking and emphasizing 
others, assignments can shape the direction stu- 
dents aim their investigations with materials, tools, 
and processes. 


What Are Studio Assignments? 


Assignments guide particular kinds of learning. 
They specify or suggest the range of materials and 
tools to be used, and they pose one or more chal- 
lenges that are open-ended and result in varied 
solutions. Assignments vary in length (from a few 
minutes to several weeks), can be done in class or 
as homework, and promote growth for students at a 
wide range of levels. Most centrally, assignments fo- 
cus students on particular intentions teachers have 
for their learning. 


How Assignments Support 
Different Dispositions 


A “dispositional” perspective (Perkins, Jay, & 
Tishman, 1993) is useful in considering the potential 
of assignments relative to learning. Such a view em- 
phasizes how teachers might encourage students’ 
development of artistic abilities, the inclination to 
use these abilities, and an alertness to opportunities 
for employing these abilities. 


Ability. Often called “skill,” ability in a studio 
context involves controlling materials, tools, and 
processes such that intentions can be realized. But 
there are subtler skills, too, that involve students in 
learning to handle verbal and visual information, 
plan artworks and processes, make decisions about 
taking risks and addressing errors, and manage 
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mental and emotional states to enhance their capaci- 
ties to continue working. 

An assignment “works” when it guides students 
at diverse skill levels to develop one or more habits 
that are just at the edge of their skill, so that their ef- 
forts advance their disciplinary understanding. For 
instance, when Beth taught color theory, she intro- 
duced the color wheel (see Examples 5.1 and 7.1). 
Students copied the wheel and a few notes into their 
journals. Then they made paintings that required 
them to use color to express an environment in 
which an imaginary creature—a creature they had 
imagined that symbolized aspects of themselves— 
was born (using complementary colors) and died 
(using neutral colors). Some students in the class 
were skilled in the use of color and some had never 
thought about color theoretically before. But this as- 
signment allowed students to enter from any level 
of learning and build their skills through explora- 
tion and reflection. 


Inclination. Ability is only of value when it is 
put to use. Inclination refers to a person’s motiva- 
tion to apply various mental and physical skills. In- 
clination can be extrinsically motivated (i.e., work 
completed for a grade, to please someone, to fulfill 
a requirement), intrinsically motivated (i.e., work 
completed to discover an answer or a new question, 
or to satisfy curiosity), or can combine external and 
internal motivations (Amabile, 1996). An effective 
assignment challenges students to put skills to use 
in new contexts that engage them in the process of 
making—perceiving-—reflecting (Winner & Simmons, 
1992). In great assignments, extrinsic motivation be- 
gins to take its rightful backseat to intrinsic motiva- 
tion, which develops as students engage in genuine 
inquiry and creation. 

For example, Jim asks students to use the draw- 
ing skills developed through a year of instruction 
(e.g., composition, value, figure drawing, quality of 
line) to make cubist drawings. As he explained to 
his students (see Example 12.4), in cubism, objects 
are depicted in all three dimensions, not by means 
of two- and three-point perspective, but by showing 
multiple and conflicting views of an object simulta- 
neously. Jim had students make cubist drawings by 
posing a student on a swivel chair that he turned 
every 10 minutes to face another direction. Stu- 
dents were to superimpose the several views of the 
model in one drawing. Students struggled with this 
new way of drawing, while Jim showed individu- 
als examples from Picasso, Braque, and others who 


had approached the challenge of depicting three- 
dimensional reality on a flat surface. “I want to do 
that,” a student said, as Jim showed her a cubist 
work. She did not want to do it just because it was 
an assignment, but because she enjoyed the chal- 
lenge. For this student at least, Jim had succeeded 
in creating intrinsic motivation for the assignment. 
She was inclined to use her drawing skills in pursuit 
of making a cubist drawing. 


Alertness. “Attention, attention, attention” says 
the Zen master. Skill and inclination require only 
one further element for a student to grow in exper- 
tise. That element is alertness. Where, in the stream 
of life’s experiences, can we recognize opportuni- 
ties to use abilities to good advantage? Alertness 
is that recognition. Once an opportunity is recog- 
nized, ability and inclination can be put to work 
purposefully. 

For example, Beth assigned students to “spy” 
on their families to see how they used “vessels” at 
home, which supported their alertness to consider 
the functions of vessels. Kathleen assigned a texture 
collection to be made by rubbing patterns found 
outside and in students’ homes—again, enhancing 
their alertness to an aesthetic element she wanted 
them to begin using more mindfully in their work. 
Similarly, Mickey asked students to cut thumbnail 
images from popular magazines such that the ob- 
jects and people became unrecognizable as images 
and transformed into pure design elements—alert- 
ing students to the presence of design elements in 
familiar contexts. Jason asked students to drink from 
their own fired ceramic cups so that they would de- 
velop awareness of nonfunctional elements such as 
sharp lips and awkward handles. All of these as- 
signments help students develop habits of alertness 
to aesthetic qualities in the world around them. 

An assignment succeeds in developing alertness 
to the extent that it helps students notice connections 
between their subjective experience and the world 
around them, guiding them to think about their ex- 
periences as visual artists do. Assignments have to 
be sufficiently focused to direct students’ attention 
toward ideas valued by professionals who take vi- 
sual art seriously. Assignments that address central 
ideas in the field of visual art provide such opportu- 
nities by offering windows into what experts consid- 
er and work with when they create and appreciate 
art. For example, sessions focusing on cubism, or on 
perspective, or on value lend themselves to this kind 
of learning. At the same time, assignments need to 
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be roomy enough to leave plenty of space for the in- 
dividual’s intentions (e.g., creating a portrait of him- 
or herself as an animal in an environment) and pas- 
sions (e.g., at the end of a long afternoon class, Jim 
asks students to fill in spaces in perspective drawings 
with patterns that are personally evocative for them). 
Thus, a well-balanced assignment both channels and 
awakens perception, and in these ways, supports the 
development of alertness. 


TEACHING THROUGH ARTWORKS 


In many high school classes in non-arts disciplines, 
connections between work made by professionals 
and by students are often left to chance. Profession- 
al work seems more a source of “true facts” than of 
evidence for how disciplinary experts think and ex- 
press that thinking. Nor is student work exploited 
as a way to foster thinking, or as a way to show the 
thinking that students have already developed. In- 
stead, work is completed in private, graded in pri- 
vate, and privately stowed (or thrown) away. 

In contrast, in the studio classes we observed, 
work by both professionals and students has a 
prominent place as evidence of thinking and under- 
standing. Whether as an introduction to an assign- 
ment, a quick example while students are making 
art, or when teachers and students are talking about 
work in progress or completed, studio teachers 
seize frequent opportunities to use works of art as 
sources of information. Because “making” is at the 
center of the studio experience, what is made also 
has an important place. Artwork, both finished and 
in progress, is made by professionals and made by 
students, and we saw teachers employ a number of 
strategies to make the artwork into effective teach- 
ing tools. 

Student work is public, and teachers use it as a 
central tool for learning and reflection. Often, stu- 
dent work from various classes is casually hung or 
stored in sight around the room. Sometimes, the 
work is merely a background, and other times it 
becomes a focal example of a problem or solution. 
Students also see each others’ work as it is created, 
hear teachers’ comments to peers, and participate 
directly in commenting on their peers’ work in cri- 
tiques. Student work is ubiquitous in studio classes, 
and although obvious, its importance in creating an 
atmosphere of collaboration, peer critique and sup- 
port, and revision could easily be overlooked and 
needs to be highlighted. 


Professional work is also used as a teaching tool. 
It models possibilities for artistic problems and solu- 
tions, and teachers use it in a wide variety of ways. 
For example, at Walnut Hill, Jason and Jim set up a 
show of their own work as the year began. The show 
introduced the students to their teachers’ aesthetic 
values, attitudes, and skills and sent a clear message 
to students: Your teachers are working artists. 

Such modeling continued throughout the year. 
Jason brought in collections of pottery made by 
his potter friends, as well as invitations from their 
shows, both of which revealed a wide range of vari- 
ations to consider in the current assignment. Simi- 
larly, he set up a computer in a corner of the clay 
studio and burned CDs that students could borrow, 
of pictorial sequences of clay-making processes. and 
images of work related to the assignment from other 
places and eras. Jim brought in stacks of art books 
and reproductions for his Cubism class, showing 
individual students examples as they worked on 
particular problems, and which provided ready ma- 
terial for profitable browsing. He also used works 
by professional artists to help students visualize 
problems, as he did by showing pieces by Hopper 
and Diebenkorn when introducing the assignment 
to express relationships between figures. 

At the Boston Arts Academy, Mickey frequently 
used art magazines to illustrate design principles 
and challenges. Beth made copies of images of tra- 
ditional African vessel types. Kathleen gave a slide 
show as she introduced the assignment to make 
self-portraits in hats and vests. In addition, teach- 
ers set up contacts with practicing artists and other 
members of the art world, such as curators, restor- 
ers, and designers. Students visited museums and 
studios, and reported back to the class. And artists 
visited classes and worked with students—e.g., art- 
ists from the Institute of Contemporary Art worked 
with students at Boston Arts Academy on a sculp- 
ture project. 


Reflecting on Work 
at Different Stages of Completion 


Artwork, and particularly student artwork, is not 
just looked at and talked about when it is “done.” 
The teachers we observed held critiques on sketches, 
on works in midprocess, on completed works, and 
on bodies of work from a semester, year, or from all 
4 years of high school. Critiques at different stages 
have different functions: Critiques of works in prog- 
ress can help students hold their initial plans more 
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loosely and consider different ways of completing 
their work. Critiques of finished works or bodies of 
work can help students think and talk about what 
they have accomplished and imagine the next chal- 
lenges they might face. 


Keeping Talk About Artwork Grounded 


The teachers we observed worked to keep talk 
about artworks firmly grounded on specific pieces. 
As they commented ona piece, they gestured toward 
aspects of the work that illustrated their words. Ja- 
son, for example, often held and encouraged stu- 
dents to touch, rub, hold, and use the ceramic ob- 
jects in the studio—and also those that students had 
previously made and taken home already. During 
critiques, students are encouraged to point out parts 
of the work that interest them or connect to a point 
they wish to make. As words are connected to visu- 
als, ideas become more clear and concrete. 


Selecting and Arranging Work Intentionally 


Teachers select and arrange works to encourage 
students to draw thoughtful comparisons among 
them. For example, at the start of the assignment 
in which students built sculptures from repeating 
elements (“unit” sculptures), Jason asked students 
to examine structures that repeated units, such as 
stacks of plaster molded bottles, a brick wall, and 
a fired mud-wasp’s nest. As conversations about 
works progress, teachers focus on works that illus- 
trate a point particularly well, often by physically 
moving a piece to the center of the temporary dis- 
play. Every work need not be discussed in every 
critique. Sometimes, the point is to look exhaus- 
tively at how each student completed the assign- 


ment; at other times, central ideas can be discussed 
more cogently and vividly by looking at a single 
work. Of course, it is important for all students to 
receive regular response to their work, but setting 
up the expectation that not all pieces will be dis- 
cussed in every conversation is helpful in making 
looking at artwork a more flexible part of the stu- 
dio routine. 


Using the Work to Illustrate Key Concepts 


When teachers give an assignment, not all stu- 
dents may understand key concepts. Looking at 
artwork allows a chance to revisit and illustrate the 
central ideas. For instance, Jason describes how ex- 
amining finished student work helps students real- 
ize the importance of attending to small details of 
ceramic craft. 


Things do become, I think, a lot clearer when 
the work is finished. . . . I may have been talk- 
ing about how not to leave a sharp edge ona 
trimmed foot. And after the pot is fired and it 
comes out, . . . you can almost cut your hand 
if they didn’t smooth something out. So things 
like that become amplified. . . . and hopefully 
[they] recall . . . information that I gave them 
earlier . . . it was in the back of their mind—but 
now ... it solidifies. And their example’s right 
there in front of them. 


Now, with these elements of studio classrooms 
in mind, we turn attention to describing the three 
Studio Structures—the macrostructures that studio 
teachers use to organize time, space, and interac- 
tions with and among students in efforts to facilitate 
their learning. 


FOUR 


Studio Structures 


THREE FLEXIBLE TEACHING FORMATS 


ver the course of a semester, class time 
Qe be organized in many different ways 

to support (or obstruct) student learning. 
Different goals and projects require their own in- 
structional shapes. The studio arts teachers we 
studied organized space, time, and interactions in 
their classes by using variations on just three Stu- 
dio Structures: Demonstration—Lectures, Students-at- 
Work, and Critiques. 

The three Studio Structures foster an apprentice— 
master-craftsman relationship between student and 
teacher: These structures help create an atmosphere 
in which student artists work as artists with other 
artists (teachers and peers). Each structure supports 
different aspects of student learning. Demonstra- 
tion—Lectures convey information, so they forecast 
whatever the assignment is meant to teach (e.g., 
Expression for an assignment focusing on the emo- 
tionally evocative space between figures; Envision- 
ing for an assignment focused on imagining a ves- 
sel that would suit a particular ritual purpose). The 
Students-at-Work structure emphasizes the growth 
and development of individual students, because it 
keeps the making of art at the center of the learn- 
ing experience and allows teachers to shift attention 
flexibly from student to student and to carefully 
observe students and evidence of their learning 
as they work. Thus, we see the Students-at-Work 
structure as the one that most helps teachers attend 
to an individual student’s “zone of proximal devel- 
opment” (Vygotsky, 1978, 1984)—the range within 
which an individual can learn when supported by 
a more competent other. And Critiques support a 
dynamic flow of thinking among teachers and stu- 
dents that connects the intended learning in particu- 
lar assignments with the ongoing enacted learning 
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of individual students. 

In addition to these three learning structures, 
we defined a fourth management structure, Studio 
Transitions. Classes always began and ended with 
Studio Transitions, and sometimes midclass tran- 
sitions also occurred (e.g., breaks). The teachers 
found different ways to minimize the time spent 
in transitions (e.g., set-up and clean-up), which, 
unless carefully managed, can use up a lot of time 
that could be spent on learning. For example, since 
getting started and cleaning up can impinge pro- 
foundly on time for learning, the teachers we ob- 
served spent a good deal of time in the beginning 
of the year establishing management routines to 
keep transitions from unduly interfering with time 
for art-making. Teachers showed students where 
and how materials and tools are stored, assigned 
roles for cleaning up the studio, and created indi- 
vidual spaces for students to store their work and 
materials. 

Teachers varied and sequenced these structures 
in a host of ways, depending on their goals and 
projects. The most basic way teachers employed the 
structures was to begin with a Demonstration—Lec- 
ture, followed by a Students-at-Work segment, and 
concluding with a Critique. Many times, however, 
these structures were ordered differently, lasted for 
varying lengths of time, and were repeated within 
a single class. Teachers also made many modifica- 
tions within each type of structure; for example, 
within Critiques, they might use written or oral 
forms, employ them in midprocess or for synthesiz- 
ing learning around finished works, or by focusing 
talk differently (e.g., on “what bugs you,” or “what 
works”). But all the teaching we observed could be 
categorized into combinations of these structures. 
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THE DEMONSTRATION-LECTURE 


I'll do demonstrations in throwing—! mean, | 
try to do it pretty quickly. . . . just so they can 
have a chance to work. Because | mean, that's 
really why they are there. 

—Jason Green 


The Demonstration—Lecture is a brief, visually rich lec- 
ture by the teacher to the class (or to a small group) 
that conveys information that students will use im- 
mediately. Students see authentic art being made, 
tools being used, or images of work made by others. 
Demonstration—Lectures, therefore, offer inspiring 
models. Here are the basic ingredients: 


e Group Focus. Demonstration—Lectures have 
a group focus for efficiency. The teacher 
demonstrates to the whole group, either to 
give an overview of a project or of several 
materials, tools, and/or processes students 
will use that may require further one-on-one or 
small group follow-up, or to focus on a single, 
specific technique that can be employed in the 
assignment. 

e Visual Emphasis. Information is presented 
visually so it engages and informs students. 
Teachers frequently use images and model 
processes in Demonstration—Lectures. 

¢ Immediate Relevance. Demonstration—Lectures 
relate to work students will be doing soon. 

e Brevity. Demonstration—Lectures are brief so as 
to allow enough class time for students to make 
and reflect on their work. 

e Connection. Demonstration—Lectures connect 
ideas. They relate skills, attitudes, and concepts 
already introduced to those that will be 
explored and developed in Students-at-Work 
and Critique structures of current and future 
classes. Sometimes, teachers use the informal 
apprentice—master quality of these class 
segments to build students’ appreciation for the 
ways that they can serve as resources to each 
other, suggesting that students who have more 
experience consult with others. 


A Contrast to Traditional Lectures 


Art students (as well as students of other dis- 
ciplines) are often visual thinkers. Visual demon- 
stration captures the attention of such students. In 
addition, it illuminates complex, multistep thinking 


for all students, that might otherwise be difficult to 
understand and remember, and it shows students 
what artistic expertise looks like. The essential dif- 
ference between Demonstration—Lectures and tra- 
ditional lectures is the frequent and often extended 
use that teachers make of visual examples, includ- 
ing objects (e.g., artworks, still-life objects, tools), 
images (e.g., books, slides, photographs, posters or 
cards, electronic media), and processes (e.g., mod- 
eling step-by-step how to use materials or tools to 
accomplish particular intentions). In Demonstra- 
tion—Lectures, teachers rarely talk for long without 
referring to something that can be seen. 

A second way in which the Demonstration- 
Lecture diverges from traditional lectures is that 
the information presented is intended to be im- 
mediately useful for carrying out class work and 
homework. This motivates students to pay atten- 
tion and helps them maintain focus. Because of the 
emphasis on brevity in Demonstration—Lectures, 
interaction among students and teachers may be 
brief, although teachers do interact with students 
to varying degrees during these class structures. 
Occasionally, Demonstration—Lectures even be- 
come general class discussions. 

Finally, through Demonstration—Lectures, teach- 
ers present a wide variety of models for ways to meet 
and solve visual arts challenges. Through modeling, 
students learn about the relationships among the 
materials and tools of a medium, what artists have 
done in the past with these materials and tools, and 
what the students might do with them. The infor- 
mation presented is not for the purpose of memo- 
rization, but for starting students off in working 
creatively to make art. Generally, teachers show 
several approaches or images, so that students use 
examples as inspiration rather than something to 
copy. Through modeling, teachers exemplify their 
beliefs about art and working as artists. In addition 
to the specific processes and multiple examples in- 
troduced in Demonstration—Lectures, the structure 
exposes students regularly to their teacher as an 
artist, who is thinking and experimenting purpose- 
fully, playfully, autonomously, and collaboratively. 
The teacher models the methods through which art 
students as well as mature artists develop artistry. 


The Role of Demonstration—Lectures 
Through Demonstration—Lectures, teachers in- 


troduce what they want students to learn in three 
general ways: 


Studio Structures: Three Flexible Teaching Formats 23 


e Setting tasks (assignments) 
e Illustrating concepts 
e Modeling processes, approaches, and attitudes 


The three examples that follow show how three 
teachers adapt the Demonstration—Lecture structure 
to their particular needs. 


SETTING T ASKS: 


AFRICAN Pottery PROJECT (ExampLe 4.1) 


While introducing ceramics to the 9th grade at 
Boston Arts Academy, Beth Balliro leads an interac- 
tive Demonstration—Lecture to set up a project in 
which students are to make pottery in pan-African 
styles using coil-building and surface-patterning 
(see also Example 12.2). She uses the Demonstra- 
tion—Lecture to introduce the new project and show 
how it relates to research on Africa that the students 
are conducting in their humanities course. Later, 
Beth demonstrates coil-building as a technique. In 
the part of the Demonstration—Lecture described 
here, Beth sets a practical, theoretical, and cultural/ 
historical background for the work the students are 
about to undertake. 

As is typical in Demonstration-Lectures, Beth 
addresses the class as a whole about a project they 
will start on right away. “We’re going to start look- 
ing at some context, I guess you could say. Some 
sort of ideas surrounding the artwork we’re about to 
start making.” The Demonstration—Lecture is brief, 
to give students time to explore these ideas in their 
own artwork. “We're going to fly through this. So 
don’t fall behind. Stay on ‘top of things,” Beth tells 
her students. 

Beth starts out by providing some background 
on African ceramics. She makes it accessible 
through a story about John Biggers, a contemporary 
African American artist, and his visual impressions 
of West African art from a visit to Ghana. Many of 
her students read below grade level, so Beth struc- 
tures a shared, oral reading from a short text that 
students would have had difficulty understanding 
on their own. The reading is supported by reference 
to many visual images of ceramic vessels, and these 
ground the interactive Demonstration—Lecture in 
the concepts she wants her students to understand 
(i.e., style, definitions of “art,” coil-built pottery, 
and pattern). 

The two-page reading is in a packet dominated 
by eight pages of images of richly patterned African 
ceramic vessels made by a coil technique. Through 


these pictures, Beth engages her students conceptu- 
ally in identifying and comparing elements of the 
“style” she wants them to interpret in the creation of 
their own vessels. “OK, we’re going to spend some 
time during this first part of the class talking, read- 
ing, and listening. So get your minds ready to do 
that... . I’m also going to be pointing out a couple 
of things in your packet.” She emphasizes the im- 
portance of the concept of pattern by pointing to the 
drawings in the packet and to objects in the room, 
such as a student’s shirt. Then, she asks her students 
to select three images that would inspire the design 
of their own vessels. The images allow the students 
to think about “style” and “pattern,” and to envision 
what they could begin to do with those concepts in 
their own creations. 

Finally, the Demonstration—Lecture serves as 
the vehicle for connecting the skills and concepts 
required for this project (coil technique, patterned 
surfaces on ceramic vessels), the context of African 
culture (i.e., the focus of their humanities course), 
and the further skills students will explore later in 
Students-at-Work and Critique sessions (style, form, 
other hand-building techniques, and the question 
of what counts as art within different cultural con- 
texts—a recurring theme in Boston Arts Academy 
art classes). Thus, the atypical features of this Dem- 
onstration—Lecture (e.g., we rarely saw as much 
interaction or reading as is illustrated here, and 
we often saw examination of actual objects rather 
than pictures of objects) illustrate how flexible the 
structure can be in accommodating the goals of the 
teacher, the constraints of the context, and the needs 
of the students. 


ILLUSTRATING CONCEPTS: 
Coit SCULPTURE PROJECT (EXAMPLE 4.2) 

At Walnut Hill, Jason Green uses Demonstra- 
tion—Lectures extensively to introduce assignments, 
illustrate concepts, and model use of techniques and 
tools. In the following example, we see him introduc- 
ing a project that will involve creating tiles as a way to 
think about texture on the “skin” of a ceramic sculp- 
ture (see also Examples 10.2 and 12.6). Conceptually, 
Jason wants students to understand the “states of the 
clay”—that is, states like slip, slurry, plastic, leather- 
hard, bone-dry, bisque-fired, glaze-fired, and all the 
intermediate “states” that ceramicists use as their 
raw material for making art with clay. In addition, he 
wants students to develop the habits of (1) imagining 
many possible processes and outcomes and adapting 
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their visions as they work with the material, and (2) 
pushing themselves to create many possibilities by 
playing purposefully with the material before they 
commit to a technique for a finished piece. 

The students are in the spring term of their year- 
long course in ceramics when Jason calls them over 
to introduce the new assignment: 


The next part of the project after we get your 
form built, the 3D part built, we’re going to put 
some texture on the outside, . . . So before you 
do that, you're going to make . . . two flat tiles. 
One of those tiles is going to use all the states of 
the clay. 


Jason quickly shows the students images of tiles 
from different cultures and eras, in various styles 
and shapes, all from photos in a stack of art books 
he has borrowed from the library. He then demon- 
strates using a slab roller and a template for sizing 
the tiles. To help students imagine various possi- 
bilities, Jason shows them various processes using 
hands and hand-tools, including smearing, scratch- 
ing, cutting against a template, and experimenting 
with surface textures. As he talks and demonstrates, 
Jason shows or passes around pieces of clay in dif- 
ferent “states”: bone-dry, wet or plastic, and slurry. 
All of this is entirely visual and tactile, whether he’s 
showing the parts of a tool, the steps of a process, or 
the variation in the material. Jason closes the Dem- 
onstration—Lecture with a reminder that he wants 
students to try things out: 


So it’s just going to be experimental. So don’t 
worry too much about it, OK? You want to ex- 
periment. You can make a pattern. You might 
smear this on to the tile [holding a piece of slurry]. 
And find a tool to make a texture in it [pushing 
it with his fingernail]. Or you can then maybe put 
bone-dry pieces in [sprinkling some chips of hard 
clay on the slab]. 


Jason demonstrates a lot in a single class, some- 
times for over an hour. His demonstrations give 
students many options and choices about what they 
might pursue in their own work. Still, considering 
the scope of the projects and his 3-hour class ses- 
sions, Jason’s Demonstration—Lectures are com- 
paratively brief, and everything demonstrated is of 
immediate value in the assigned projects. Finally, 
everything Jason shows refers back to skills and 


concepts he has already introduced and developed; 
in this case, texturing sculptural surfaces refers back 
to the surfaces of thrown pots from the first semes- 
ter. What he demonstrates also foreshadows upcom- 
ing concepts and skill—in this case, a tile project that 
uses molds. 

While the five elements of Demonstration—Lec- 
ture are clearly evident in Jason’s classes, his use of 
the structure is specific to his goals, to the context of 
his course and school, and to the needs of the stu- 
dents he is teaching, just as was Beth’s very different 
approach to this structure. 


MODELING PROCESSES, 
APPROACHES, AND ATTITUDES: 
LIGHT AND Boxes Project (Exame ce 4.3) 

About 2 months into his drawing class at Walnut 
Hill, Jim Woodside introduces an assignment that 
focuses on light. His Demonstration—Lecture offers 
students information that will be immediately use- 
ful to them and is very short—under 10 minutes for 
this 3-hour class. Both the brevity and immediacy 
are prototypical qualities of this structure. Jim’s use 
of Demonstration—Lecture is also prototypical in its 
use of visual images, emphasis on visual modeling 
of processes, and in the ways he connects previous 
work to the new assignment and the new assign- 
ment to the future. 

Jim uses just a few words to convey the purpose 
of the assignment to his students (“Light light light 
light. That’s what we’re going to work on today.”), 
but he also shows them how it connects to previous 
work. Students have been drawing all term from 
observation, and they will do so again today. “All 
right, what do you notice looking at the still life to- 
day?” he asks. This is the same still life that students 
observed recently when learning perspective draw- 
ing—a collection of variously sized and positioned 
wooden boxes (see also Example 9.2). This week, to 
emphasize value drawing, the still life is dramati- 
cally lit to reveal strong shadows and highlights. 

Jim reminds students of previous drawings they 
have done, suggesting that they use viewfinders as 
a compositional tool. 


I want you to use the viewfinders like we have 
in the last couple of weeks—very, very impor- 
tant and helpful in a drawing like this . . . and 
using an eraser as a tool is not a new idea. Re- 
member how I had said in the past to you: 
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Using an eraser is not about correcting mistakes, 
that’s what you do with an eraser when you 
take a math test [holding up an eraser]? Using an 
eraser is just another drawing tool. 


In addition, he helps students imagine what fin- 
ished works might look like by showing drawings 
that students in other classes have done already for 
this assignment. 

While Jim moves quickly through the purpose of 
the assignment—naming it explicitly, but not dwell- 
ing on it at this early stage in the class because he 
knows it will make more sense later as students ex- 
perience challenges and results for themselves; he is 
careful to model quite deliberately and in some de- 
tail how students should approach their own work. 
He suggests that the project will be easier if they sit 
on the floor to work, “because a lot of what goes on 
with drawing this way is going to have to do with 
gravity.” He shows them how to rub charcoal on 
their paper surfaces to prepare them and how to 
use a sheet beneath their drawing sheet to catch the 
extra charcoal that can then be returned to the jar 
“so we're not wasting it.” He also models actually 
drawing while suggesting ways to begin. 


So if I see a white box up there or a strong 
white tone on the side of one of those shapes 
[pointing to the still life], that’s where I'll start. I 
suggest you start with the lightest forms first, 
OK [starting to draw a shape with the eraser; then 
switching erasers]? You can get a little bit crisper 
of an edge with this eraser sometimes. All 
right? 


The materials for the project (i.e., powdered char- 
coal, kneaded and gum erasers, newsprint) are com- 
mon and inexpensive. Jim shows students particu- 
lar characteristics of each material and tool they’ll 
be using. 


Each of you is going to have a kneaded eraser 
[holding up eraser|—do all of you know how to 
work a kneaded eraser? . . . it’s self-cleaning, 
so as it gets black like that—which it will right 
away—as you use it on this [pulling at eraser|— 
you just sort of pull it and then fold it in on it- 
self, and it’ll keep working for a while. 


He also wants students to be aware that the 
charcoal is messy and unhealthy to breathe, so he 
shows them exactly how to avoid making charcoal 


dust storms. This is important information for us- 
ing charcoal and also a way of modeling that artists 
should be concerned with health and safety issues 
in the studio. 


We want to try to keep this stuff to a minimum 
in the air, all right? So I don’t want to see you 
like doing this and then blowing it [pretending to 
blow on sheet|—I don’t want to have like clouds 
of this stuff in the air. I mean, it’s not going to 
kill you—it’s not—but it’s, you know, we just 
want to try to keep it down so you don’t start 
coughing all day. 


In addition, Jim is aware that the technical draw- 
ing process of “pulling light out of the piece of pa- 
per” may be frustrating for his students. “Obviously 
this is going to be messy. You’re not going to get this 
sort of nice, pristine perfect drawing, but you're go- 
ing to learn to see this thing [pointing to still life] in 
terms of shape and light only.” He alerts them to 
common mistakes, such as drawing lines and filling 
in the shapes, rather than “going right directly to the 
shape.” The drawing tools (erasers) are cruder and 
more blunt than the tools with which they’re most 
familiar (charcoal, markers, pencils, Craypas, tem- 
pera paint), so he also uses the Demonstration—Lec- 
ture to make suggestions for how they might work. 
He suggests they squint as a way to see the simplic- 
ity of the shapes. 


It gets blurry, and it gets simpler, OK? It’s re- 
duced down into real simple forms of light and 
dark—and that’s gonna help you. . . . So here’s 
how we're going to start this. Each of you—to 
begin with we’re going to do an exercise, a small 
drawing this size on newsprint. 


In addition to offering visual information about 
processes and possibilities, Jim uses the Demonstra- 
tion—Lecture to set a relaxed, experimental atmo- 
sphere about the assignment: 


Maybe we will expand to larger drawings today 
and maybe we'll stick to this size, but let’s just 
start out doing this. . . . We’re going to proceed 
with it and see how it goes. But let’s not worry 
about that just now. 


Once again, this structure accommodates the teach- 
er’s intentions and purposes for particular students 
in a particular context. 
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STUDENTS-AT-WORK 


| just call it teaching. 
—Kathleen Marsh 


The structure we refer to as Students-at-Work forms 
the heart of an art class. Here students work inde- 
pendently on a project, typically one introduced to 
them in a Demonstration—Lecture. As the students 
work, the teacher circles the room, offering timely 
interventions on an informal basis. In a Students-at- 
Work session, students’ primary means for learning 
about art is through doing. The teacher provides 
the resources, the challenge, and the individual 
guidance. 

Here are the major characteristics of the Students- 
at-Work structure: 


e Focus on Making. Learning occurs mainly 
through working with materials. 

e Independent Work. Students work on their own, 
but in a shared studio space under the guidance 
of their teacher. 

e Ongoing Assessment. Teachers observe and assist 
students while they are working. 

e Individualized Interventions. Teachers consult 
with students individually and tailor the 
assignment and their comments to each 
student’s needs and goals. 


Though students usually work individually 
during these sessions, they do so under the careful 
guidance of their teacher and in the community of 
the studio classroom where their classmates are also 
working. The Students-at-Work structure allows for 
both independent work and for a collaborative and 
informal sharing of information, thinking processes, 
and understanding. 


Personalized Teaching 


Students-at-Work sessions offer time for teach- 
ers to shift from standing at the center of students’ 
attention to observing students as they work. Dur- 
ing these sessions, teachers generally work with 
individual students, personalizing their comments 
and suggestions. Teachers watch students’ work in 
progress carefully and consult with students one- 
on-one. These consults may be quick or extended in- 
teractions. Consults promote thoughtful decisions. 
They might include encouraging remarks, brief 
demonstrations with the materials, questions that 


help students reflect on their work in progress, or 
extended conversations about a student’s intentions 
for a piece or about how a particular piece relates 
to broader goals in the course and to the student’s 
potential for developing as an artist. 


The Role of Students-at-Work 


Students-at-Work is the cornerstone of the stu- 
dio classroom. In the 38 class sessions we observed, 
the largest percentage of time (typically 60-75%) 
was spent with students working independently on 
projects while the teacher observed and consulted 
with students individually about their work. 

In the Students-at-Work sessions during class, 
students are deeply involved with the materials of 
the assigned project—drawing, painting, sketching, 
centering pots, or forming objects out of clay; think- 
ing seriously; and making artistic decisions as they 
work. Students carefully observe their works, plan 
the next steps of their projects by envisioning chang- 
es, and experiment with new techniques, materials, 
and ideas. Students learn to reflect continually on 
the processes of using and making decisions about 
materials. 

The teacher plays a key diagnostic role, observ- 
ing the students working and consulting one-on- 
one to guide them in their work. The Students-at- 
Work session has three broad roles in the studio 
classroom. 


e Putting making at the center of learning (with 
perception and reflection growing out of 
making) 

e Assessing work processes (not just resulting 
products) 

e Individualizing the curriculum 


Putting Making at the Center of Learning. Teach- 
ers’ decisions to devote most of their classroom time 
to having students make art is what makes an art 
class a studio class. Students-at-Work sessions give 
students the time, space, materials, and support they 
need to create artworks and put into action the ideas 
that are introduced and discussed during Demon- 
stration—Lectures and Critiques. 


Assessing Work Processes. In Students-at-Work 
sessions, teachers continually assess students in 
all phases of their working process, rather than just 
evaluating their final products. They see students’ 
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plans for a piece develop, watch how students 
start, make decisions, and change directions, and 
see immediately how students respond to instruc- 
tion. This observation of students as they work is 
the fundamental way teachers assess how students’ 
minds are developing as they work and learn. Such 
immediate observation and response also allows 
teachers to help students in the moment, often the 
most effective way to instruct. Students told us that 
they learned more from their teacher’s comments 
on works in process than comments on their com- 
pleted works. 


Individualizing the Curriculum. In a sense, teach- 
ers have two sets of curricula in a studio classroom: 
one for the whole class, and one for each individual 
student. This personalized curriculum is developed 
in response to the specific abilities, needs, and in- 
terests of each student. While individualizing is 
in no way unique to studio art teaching (excellent 
teachers of all subjects know how to individualize 
to great advantage), the studio classroom has long 
used individualization and can provide a model of 
individualized teaching for the rest of the academic 
curriculum. As Jim explains, “I do have goals for in- 
dividual kids . . . each kid is very different. . . . [My 
studio class] is absolutely equally a class activity 
and an individual activity.” By allowing teachers to 
gather information about how individual students 
work and learn, the Students-at-Work sessions en- 
able teachers to define and carry through individu- 
alized responses to help particular students along 
their personal paths of development. Thus, the Stu- 
dents-at-Work structure supports teachers working 
effectively with heterogeneous skill levels in one 
classroom. 


THE CRITIQUE 
That’s why we have these critiques. .. . | try 
to get them to realize that they need to start 
looking at their results very carefully. ... | want 


them to start looking and getting information 
and applying that back to what they’re going to 
do next. 

—Jason Green 


Critiques are central to a studio class—a chance for 
students and teachers to reflect as a group on their 
work and working process. In Critiques, art-making 
is paused, so that students and teacher can reflect on 


the work and the process of creation. Here are four 
ingredients of Critiques: 


e Focus on Artworks. The class as a group focuses 
their attention on their own and other students 
work. 

e Reflective. Students think about the meanings 
and expressions conveyed by works of art, and 
think about what is successful, what is not, and 
why. 

e Verbal. Students must put their reflections 
into words as they are asked to describe their 
working process and products, and to explain 
and evaluate their artworks. 

e Forward-looking. The discussion aims to guide 
individual students’ future work and help them 
envision new possibilities. 


J 


Features of Critiques 


Critiques do not have a rigid format or single pur- 
pose. They are structured in a wide variety of ways, 
they occur at many different points in the working 
process, and they are used to further different ends. 
However, Critiques have two distinguishing fea- 
tures that earn them a place of honor in the studio 
classroom: First, they focus attention on students’ 
work and working processes. And second, Critiques 
are explicitly social. Students share their work with 
the teacher and other students and get responses 
from them. Taken together, these two features make 
Critiques an important forum for helping students 
develop an understanding of their work and devel- 
opment as artists. 


The Work Does the Teaching. By focusing on stu- 
dent work, critiques become a powerful teaching tool. 
Just looking collectively at a piece of art is useful for 
both students and teachers. When students see the 
range of ways their classmates have approached an 
assignment, they begin to envision possibilities out- 
side their usual habits. A concept that eludes a stu- 
dent may suddenly “click” once seen and discussed 
in a classmate’s work. Critiques are where students 
most genuinely learn from one another. 

Teachers, too, find it informative to put up all the 
work for a Critique. Doing so gives teachers a quick 
and powerful way to gauge where students are as a 
group, to see how individuals vary in relation to the 
group and to expert norms, and how the teacher can 
best help individuals and the group address their 
current needs in the next project. 
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A Community of Arts Learners. Students learn in 
conversation with others. While students often talk 
about their own work during Critiques, and teach- 
ers also generally comment on individual students’ 
work, Critiques involve an explicit shift from indi- 
vidual to group work as the class comes together 
as a community to discuss one another’s works. 
Critiques involve sharing work and responses with 
others. Students gain insight about their own art- 
making by verbalizing thoughts about their own 
work, and by hearing how others talk about their 
work. They also learn by looking at others’ works 
and hearing how these works are discussed. A 9th- 
grade student in Mickey’s design class at the Boston 
Arts Academy talked about the value of learning 
from others during critiques: 


After we did art pieces, we’d sit down together 
and talk about it. And that helps a lot because 
you get . . . certain opinions or advice from not 
just the teacher but the students around you bet- 
ter observing your work. And you could take 
that advice and use it on the next piece. 


The Role of Critiques 


In Critiques, students and teachers look back on 
art that is being or has recently been made by the 
students. The purpose is to understand and evalu- 
ate students’ work and working process, and to look 
forward as individual students begin to envision 
possibilities for how to proceed. Critiques can take 
many forms, and teachers structure them to suit 
particular students’ needs and to address goals for 
the class as a whole. In the 38 classes we observed, 
there were 25 Critiques, ranging from a 2.5-minute 
session to a 2.5-hour-long session with seniors who 
had been working independently for the previous 
month. Critiques offer a forum for balancing the 
learning opportunities of an assignment with the 
particular needs and insights of individual students 
in a dynamic interplay. 

Each of the teachers we observed structured 
Critiques differently. But for all teachers, Critiques 
played the following key roles in fostering learning 
in the arts: 


Helping Students Connect Their Working Pro- 
cess to the Final Product. In the Critiques we ob- 
served, students’ artworks are not viewed as static 
objects to be evaluated, but rather as a record of the 
students’ thinking and making process. A key aim 


of the Critique is to make explicit and analyze the 
decisions that went into making a piece. 

Critiques often employ a reverse engineering 
technique in which students and teachers try to un- 
derstand how something was made; identify the ef- 
fects of different decisions, marks, and techniques; 
and imagine how the work could have been made 
differently. For instance, as Jason’s students pick up 
and examine ceramic pieces, he asks them to notice 
evidence of the artists’ hands on the pieces and think 
about how the pieces appear to have been made, 
why they were made that way, and what they would 
look like had the artist made them differently. 

The product is not the only thing that matters in 
assessment—students are praised for stretching be- 
yond their usual style or habits of working, even if 
the resulting artwork is not particularly successful. 
Conversely, a successful piece may be criticized if 
the student did not venture outside his or her “com- 
fort zone” to make it. Works are often praised in 
terms of the thought process behind them: “a smart 
solution,” “a really powerful decision.” 


Helping Students Learn to Observe, Interpret, 
Explain, and Evaluate Works. Artworks can seem 
impenetrable to students. While students can often 
tell whether or not they like a piece, they have to 
learn to understand and notice how different aspects 
of a work contribute to its general effect. Through 
Critiques, teachers instruct students in how to no- 
tice details and patterns in artworks, how to under- 
stand what the works communicate and why, how 
to verbalize what they see, and how to evaluate the 
effectiveness of works. A key aim of Critiques is to 
help students explain what they see, think, and feel 
about work and working. 

Teachers push students to notice more dimen- 
sions of the work by asking them to focus on par- 
ticular aspects rather than just the whole. For in- 
stance, Kathleen asks her students to talk about the 
composition for each self-portrait, and Mickey asks 
students to think about how light acts as a subject 
in each of their photographs. This narrower focus 
helps students organize their thinking about art- 
works and pushes them to think beyond the novice 
response of “T like it.” 

Teachers model how they want students to look 
at and think about artworks. They often talk aloud 
through their thought process as they view a work. 
They point out details and features that they notice, 
they describe what the work reminds them of or the 
feelings it evokes, and they articulate visions of how 
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the piece would look if a part were changed. The 
aim is not to communicate an authoritative interpre- 
tation of a work, but rather to model a process of 
thinking about it (Reflect). 

Teachers may give general strategies for think- 
ing about and evaluating work. For instance, Jim 
tells his senior Critique group to ask themselves the 
question, “What part of a work seems most extra- 
neous? What could be taken away, and the central 
thrust of the work would remain the same?” He tells 
them this strategy can be a useful way to push work 
forward when there’s nothing obviously wrong 
with it—a way to improve a piece that is already 
successful. 


Highlighting Key Concepts in the Assignment or 
Course. While the assignments in the classes we ob- 
served were open-ended and not prescriptive, they 
often served as a targeted exploration of an artistic 
concept or concepts such as value, expression, line, 
sculptural unit, or abstraction. At the Boston Arts 
Academy, these key concepts were often formalized 
in an assignment rubric. At Walnut Hill, they tended 
to be more informally presented in the teacher’s in- 
structions, description, or demonstration of the as- 
signment. Teachers often used Critiques to highlight 
these concepts in students’ work. 

In addition, each teacher had a number of key 
ideas that he or she touched upon over and over 
throughout the year. For instance, Jim repeatedly 
stressed the idea that technique should serve ex- 
pressive purposes and that expressive, emotional 
aspects of works arise from the ordinary. On the 
very first day of class, he helped students see the 
expressive potential of a still life of a collection of 
objects painted white, and, in Critiques throughout 
the year, he repeatedly revisited the relationship be- 
tween technique and expression. Teachers have a 
variety of key ideas, such as examining the relation- 
ships between form and function, observation and 
abstraction, or that between the students’ artwork 
and their lives. During Critiques, teachers point to 
ways in which students’ work illustrates aspects of 
these central ideas, and suggest ways students could 
incorporate or develop them in their work. 


Guiding Students’ Future Work. Critiques look 
back at what has been done to help shape students’ 
work on the current piece-in-progress and on the 
pieces they will make in the future. Sometimes this 
guidance is explicit: Students receive specific sug- 
gestions, whether for the piece being critiqued or 


for the next assignment. The guidance may also be 
implicit: Teachers instill the idea that each project 
should be reflected on and should inform future 
work, as Jason said in the lead quotation for this sec- 
tion. Critiques encourage students to push beyond 
just looking at the work “as is” and help them de- 
velop the habit of envisioning new possibilities for 
what it could become. 

Critiques extend beyond reflections on the work 
itself, because fundamentally they are reflections 
by students about themselves as developing art- 
ists. Teachers help students see elements that are 
characteristic of their work, and help them identify 
strengths on which to build. Teachers learn about 
their students’ approaches to work not only by ob- 
serving the works but also by listening to what their 
students say. For instance, after a Critique, Jim noted 
about one student: “I think that she’s really finding 
a way to draw here. Now I know that I know this 
from talking to her a lot and looking at her other 
drawings. But she’s finding a way to draw that is re- 
ally smart and really her own.” Through Critiques, 
students develop an understanding of their person- 
al way of working and the ways that this personal 
style may differ from that of other students in the 
class. 


VARIATIONS IN THE USE 
OF THE STUDIO STRUCTURES 


Teachers weave the three Studio Structures of Dem- 
onstration—Lecture, Students-at-Work, and Critiques 
together in many different ways, but the classes we 
observed usually fell into one of two basic shapes. 


ABA Shape 


In a classic art-school model of a studio class, 
students work in long stretches of unbroken time, 
sandwiched within an introduction and conclusion. 
We refer to this pattern of whole-group-individual- 
whole-group structures as the ABA shape (see Fig- 
ure 4.1). We saw teachers employ it frequently. 

The class begins with a whole group gathering, 
such as in a Demonstration—Lecture in which an as- 
signment or working process is explained. Or, the 
class might begin with a brief Critique of work from 
a previous class that leads into work for the current 
class. That’s the “A” section of the ABA shape. The 
class then shifts to an individualized Students-at- 
Work session for the bulk of the class period (60-75% 
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of the class time)—the “B” of the shape. The class 
concludes by returning to whole-group time, with 
either a Critique of the work made during the class, 
or a Demonstration—Lecture reviewing what was 
learned and highlighting what will come in the next 
class—this is the closing “A” of the ABA shape. 


Figure 4.1. Time Bar Showing the ABA Class Shape 


From Kathleen Marsh’s class, session 8, Mounting the Show 
Project 


might then return to Students-at-Work, followed 
again by Critique, then by a third Students-at-Work 
session, before a final Demonstration—Lecture ex- 
tends the assignment with a new twist and ends the 
class. 


Figure 4.2. Time Bar Showing the Punctuated Class 
Shape 


From Jim Woodside’s class, session 1, working on the 
Contour Drawing Project 
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Sometimes teachers would spread this ABA 
shape over two classes. For instance, at the Boston 
Arts Academy, Mickey, who had shorter class ses- 
sions than some of the other teachers (1.5 hours twice 
a week compared with 3 hours once a week), some- 
times spent one class introducing and getting stu- 
dents started on a project (Demonstration—Lecture 
followed by Students-at-Work), and then used the 
next session as an entirely unbroken work session 
followed only by clean-up (Students-at-Work fol- 
lowed by studio transition). This allowed students 
to enter into their work deeply (Engage and Persist) 
and lessened the amount of time spent setting up 
and cleaning up materials. 


Punctuated Shape 


The second approach we observed to shaping 
class time employs shorter structures layered more 
frequently and at shorter intervals within a single 
class. We call this type of sequence a punctuated 
shape (see Figure 4.2). This, too, was used common- 
ly to organize class time. 

The class might begin with a quick Critique of 
work from the previous class, followed by a short 
Demonstration—Lecture to introduce the current as- 
signment. Then students might move into a brief 
Students-at-Work session, followed by a second 
Critique to reflect on their work in progress. They 
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Such interspersion gives teachers more op- 
portunities to refocus students on the habits that 
teachers intend them to learn, to help the group 
build thinking together about their work (Reflect), 
and to introduce new ideas incrementally, rather 
than with heavy doses of Demonstration—Lecture 
as class begins, which requires students to sustain 
focus independently. 


We cannot claim to know which forms are best, nor 
even whether any one form is best, nor can we recom- 
mend how much of each type is sufficient, nor sug- 
gest best practices for selecting how to mix ABA and 
punctuated classes to result in maximal learning. We 
do have hypotheses: Punctuated classes seem to be 
more effective with younger, less skilled or invested 
students, or when projects have multiple technical 
steps. ABA classes may be most effective with older 
or more skilled students, or at stages in a project in 
which students are already deeply engaged. But at 
this stage of the framework’s development, we can 
only identify and describe the structures, habits, 
and shapes we observed. We suspect that there is no 
“most effective” way, but, rather, many ways that 
serve different goals and populations. As teachers 
work with the structures over time, preferences and 
best practices will certainly emerge; future research 
can then compare various approaches for efficacy in 
promoting learning. 


Part Il 


STUDIO HABITS OF MIND: 
WHAT THE ARTS TEACH 


Watch an entire studio art class with the aim of 
discovering what kind of thinking is being taught 
in this class, and you will see that what is going 
on is a lot more complex than the teaching of craft. 
Of course, students are learning technique—they 
learn to throw a pot on the wheel, they learn to 
mix colors, they learn to draw in proportion using 
perspective. But they learn so much more. 
Whenever students were learning craft, they 
were also being taught a variety of other kinds of 
important skills and attitudes. We counted eight 
(including craft) which we call the Studio Habits 
of Mind. In the chapters that follow in Part II we 
describe each one of these in alphabetical order: 


Develop Craft Observe 

Engage and Persist Reflect 

Envision Stretch and Explore 
Express Understand the Art World 
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These habits of mind are undeniably 
important—learning to see, learning to persist, 
learning to judge, and more. Only further research 
will tell us whether these habits are the same or 
different when learned in a studio arts class or in 
academic classes. And only further research will 
tell us whether these learning habits transfer to 
other areas of the curriculum. Might students who 
develop the habit of Persisting from weeks learning 
to throw six-inch clay cylinders bring this newly 
developed habit into crafting and drafting essays? 
Might students who hone their observational skills 
in a studio art class apply this habit to their work 
with microscopes in biology class? We don’t know 
the answers to these kinds of questions about 
“transfer” of learning to non-arts classrooms, but 
we do know that before we can talk about transfer, 
we first need to figure out what is learned in the 
primary domain of art. 


FIVE 


Learning to Develop Craft 


Usinc Art Toots, MATERIALS, AND CONCEPTS 


You start and you don’t know how to do 
anything. You make a huge mess. You're out of 
control. You have no technique. It’s so obvious 
[laughing], ‘cause it’s so messy. And then like 
any craft, you have to build and build and prac- 
tice and practice. And the minute you create 
something with control and with technique— 
it’s just a totally beautiful moment because you 
know you couldn’t do it before. 

—Beth Balliro 


They know when they need to be there. They 

... just work ... they've just developed studio 

habits. ... And they work like artists. They just 

come in and do their work, and they know 

where everything goes. ... And that’s what you 

want the beginning students to develop into. 
—Jason Green 


that students learn in an art class is to learn 

technique, or craft. Students acquire the dispo- 
sitions to work with purposeful attention in various 
media, and we refer to this as Develop Craft: Technique. 
Students also learn to care for materials and tools, 
and we refer to this as Develop Craft: Studio Practice. 
When we analyzed our videotapes and interviews, 
we labeled as Technique all instances when students 
were being taught how to use tools, materials, and 
procedures; we labeled as Studio Practice all instanc- 
es when students were being taught how to take care 
of tools and materials. We then combined these two 
broad dispositions into a single Studio Habit of Mind 
that we call Develop Craft, described in this chapter. 


Pres the most obvious Studio Habit of Mind 
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TEACHING STUDENTS 
TO UNDERSTAND TECHNIQUE 


As students develop technique, they learn to use a 
variety of tools (e.g., viewfinders, brushes, pottery 
wheels) and materials (e.g., charcoal, paint, clay). 
Teachers demonstrate the use of tools and materials 
and guide students as they work. Students are meant 
to learn the varied properties of tools and materials 
and the range of ways that they can be employed 
in a skilled and mindful way. Students develop a 
sense of what they can and cannot do with different 
tools and materials, and they become more adept at 
choosing the right tools and materials for the piece 
they wish to make. 

As students develop technique, they also learn 
about the elements of artworks, such as form, line, 
surface, value, and how to employ artistic conven- 
tions such as perspective or color mixing. While de- 
veloping technique involves becoming familiar with 
artistic conventions, it does not require rigid adher- 
ence to them. Developing technique allows students 
to make informed decisions about if and when to 
depart from conventions or use tools and materials 
in new ways. 

Developing technique was emphasized as an in- 
tended learning in every studio class we observed. 
But we almost never saw technique taught as an iso- 
lated skill. Tools, materials, conventions, and skills 
were introduced in the context of larger projects that 
required students to “think with these skills,” rather 
than as tricks to be mastered for their own sakes. 

Students told us about how hard they worked 
on their technique, and in their comments showed 
how learning technique was inextricably related to 
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learning other Studio Habits of Mind. For instance, 
a senior from the Boston Arts Academy talked about 
working on capturing light and creating variations 
of value in his drawing, and his comments show us 
how this work relates his learning of Develop Craft 
to Engage and Persist and to Observe. 


It's about capturing light on something. ... 
Once more it’s about value. Because that’s 
something I’ve been working on the past four 
years. ... I push myself to see more variations 
and to get more detailed and to compare the 
grays. Like when I was doing my self-portrait, 
comparing the grays between one area of my 
face and the other to try to show the difference 
[see Figure 5.1]. 


Figure 5.1. Self-Portrait from a Senior at the Boston 
Arts Academy 


ae ae: 





TEACHING THE THEORY AND PRACTICE OF COLOR: 


INVENTING COLORS PROJECT (Examp ce 5.1) 

The classroom example that follows illustrates 
Developing Craft: Technique. In a color-mixing class at 
the Boston Arts Academy, Beth Balliro teaches her 
students about color theory and how to use the color 
wheel. They put this into practice by experimenting 
with color mixing using acrylic paints. 


Beth’s Inventing Colors Project (see also Exam- 
ples 7.1 and 13.1), taught near the midpoint of her 
second-semester course with 9th-graders, is part of 
her multiweek Imaginary Creatures Painting Project 
in which students depict themselves as a mythical 
creature. Two paintings are assigned in this class. In 
the first, students depict where their creature was 
born, focusing on using a set of complementary col- 
ors. In the second, they depict where their creature 
died, focusing on using a set of neutral colors. The 
class is intended to help students gain experience 
with acrylic paints before they begin using them on 
their final paintings, where they will put into prac- 
tice some of what they have learned about color 
theory. 


Demonstration—Lecture 


Beth begins her Inventing Colors session with a 
Demonstration—Lecture on color theory that focuses 
on the color wheel. Beth tells students that color the- 
ory is a topic that can be taught at many levels and 
requires gradual building up of knowledge. 


You're getting the basics of color theory. . . . This 
is a very, very first baby step. And when you’re 
sophomores and make it back here, you'll need 
to know this. When you’re juniors you'll further 
refine it. And, when you're seniors, you'll laugh 
because this will be so easy. OK, but right now 
it’s the first, first step. It’s the foundation. And, 
unless you know the foundation, you can’t 
build upon it. 


Beth directs students’ attention to a color wheel 
she has drawn on the board. Using the wheel, she 
engages students in a question-and-answer session 
about various aspects of color theory: primary and 
secondary colors, complementary colors, neutral 
colors, and color mixing. She builds on students’ 
knowledge, elicits and corrects misconceptions, 
and models how to use the wheel to envision new 
colors. She also explains that the color wheel is a 
theoretical construct that provides guidelines for 
color mixing, but that learning about color also 
involves trial-and-error mixing with the specific 
paint being used. 


Studio Transition 


While students distribute the brushes, papers, 
and palettes (i.e., clean, white Frisbees), Beth reminds 
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them about how they need to care for materials (De- 
velop Craft: Studio Practice) and shows them how 
to set up their palettes with only red, blue, yellow, 
white, and a gloss medium. She directs students’ 
attention to writing on the board that describes the 
guidelines for the two assigned paintings. As stu- 
dents are setting up their palettes and materials, Beth 
checks in with individuals to make sure they under- 
stand the assignment. 


Students-at-Work 


As students work with the paint, Beth encour- 
ages them to experiment and mix a wide range of 
colors in order to build an understanding of the con- 
cepts of complementary and neutral colors. 


e Invent your own colors and use principles of color 
theory to move beyond basic colors. Beth tells one 
student, 


Yellow/violet. Those are opposites, so have 
it be mostly yellow and then mostly violet. 
So yellow doesn’t mean only this [holding 
up a yellow paint tube]. You can mix it with 

a little red to have an orangish yellow, or a 
little white to have a whitish yellow. 


Stopping to talk with another student, she 
reminds him to use the painting to develop 
facility with color mixing and not to spend too 
much time locked into detail. Moving to two 
other students, Beth advises one to explore 
“endless kinds of yellow.” With the second, she 
clarifies, “You don’t want it to be just red or 
green, you want it to be in the family of red or 
green.” 

e Use principles of color theory to guide your color 
mixing. To a student who asks how to achieve 
skin tone by mixing colors, Beth demonstrates 
as she tells him how to make use of the 
principles of color theory along with trial and 
error to create a desired color: “Whenever you 
go for skin, that’s a neutral color no matter 
whose skin you're talking about. And that’s 
made by mixing the color and its opposite.” She 
also points out that she’s using lots of water 
because she wants the colors to blend. Finally 
she shows how to add white for a highlight, but 
cautions: 


If you want to get darker, you can’t use 
black because it will make it too gray—I 
want you to do what a group of artists 


called the Impressionists did, which is to 
use only color for dark. So I’m going to add 
[adding blue] and this will be your dark. 


e Think of these paintings as a vehicle to develop 
technique in color mixing. Beth tells one student: 


Try not to spend too much time on the 
drawing. Because even though we just 
spent lots of time talking about how 
drawing is the foundation of painting, 
today you need to learn how to mix color. 
That’s the goal of today. It’s not to create a 
great perspective drawing of a bridge. It’s 
to mix color. 


e Recognize that trial and error help in learning to 
mix color. Beth asks a student what he used to 
mix the color he wants to be a deep orange. As 
she demonstrates how to mix the color, Beth 
explains, “So if I said that orange is a little too 
green, add red, the opposite of green. It’s a back 
and forth. There is no recipe because each kind 
of paint acts differently.” 

e Try other ways to mix color once you have grasped 
basic techniques. Beth confirms a student’s use 
of red plus yellow to make orange, with the 
addition of gel medium to make a translucent 
orange. Then she challenges him: 


And now think about if you can pull in 
other colors to get it to be even more of a 
range of color. In other words, now that I’ve 
seen a lot of paintings I think, “Oh he made 
that with red and yellow.” You want me to 
look at it and not even care about how you 
made it. You want me to think, “Ah, look at 
that red. How did he do that? It’s a mystery 
red.” 


Beth Reflects 


Beth explained to us in a post-class interview 
that she lectures on the color wheel and its history 
rather than just letting students learn through trial 
and error so that students will see that painting is 
scientific. Regardless of whether or not students be- 
come painters, “they understand that painting is not 
exclusively an intuitive, free, emotional process, but 
there is a real science supporting it, and a long his- 
tory of color theory.” 

But theory is not enough. To explain why stu- 
dents also need to experiment with paint, Beth 
gave the following example of what colors do in 
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practice to model differences from what the color 
wheel predicts: 


If you mix Yellow Ochre with Mars Black you 
get a green. So without any kind of blue, you 
can achieve a green. And that’s very different 
from what the color wheel tells you. And it’s 
because how they make Mars Black is with 
probably some dark, dark blue pigment. It’s a 
composite color so it’s not a pure thing. 


In her Demonstration—Lecture, she alerts students 
to this gap between theory and practice. This class 
illustrates Beth’s belief that playful assignments that 
prompt students to Stretch and Explore help students 
develop technique. She explained that when stu- 
dents play around, they end up having to confront 
technical issues. And when students are just playing 
around, Beth finds she can help them with technical 
issues in a low-stakes way without threatening their 
self-confidence. 

With more advanced students, Beth uses a more 
complex and inventive approach to technique in- 
stead of explicitly focusing on the development of 
technical skills, as she does with beginners. “I be- 
lieve in the standard ‘you have to know the rules to 
break them,’ and this connects to building technique 
first and then pushing beyond it and its foundation,” 
she explains. For beginners, Beth said she might ask 
them to use five complementary colors, while with 
advanced painters she might talk about achieving 
space through the sharpness of edges, or by invent- 
ing some kind of technique. Beth also added another 
example: “With 9th-graders I might talk about... 
how you glaze. This is how you create a dry brush 
effect. With an upper-grade student, I might say 
‘what technique have you made up here?’” 


TEACHING STUDENTS 
TO UNDERSTAND STUDIO PRACTICE 


Studio art involves making things, and students need 
facility with the tools and materials with which these 
things are made. Some instruction must invariably 
involve teaching students conventions for caring for 
materials and tools. We call this kind of instruction 
Develop Craft: Studio Practice. Studio Practice refers 
to ways for finding, caring for, and storing materials 
(e.g., clay, paper, paint) and tools (e.g., brushes, wire 
cutters, erasers). Studio Practice also involves learn- 
ing how to store one’s works—labeling and dating 


them, spraying them, putting them in portfolios so 
they do not get ripped, and so forth. This is distin- 
guished from learning how to present one’s work 
with matting and framing, which we classified as 
Understand Art World: Domain, because it involves 
learning to present oneself as an artist. Studio Practice 
also involves learning ways to make best use of the 
physical space of the classroom (e.g., giving yourself 
ample room for materials, placing materials such that 
they are easy to use where and when you need them), 
as well as learning about procedures that are specific 
to work in an art studio (e.g., wearing smocks, wear- 
ing safety glasses when using power tools). 

The two classroom examples that follow illus- 
trate Developing Craft: Studio Practice. 


TEACHING THE PRACTICE OF MAINTAINING 
THE STUDIO: SELF-PORTRAITS 
IN COLORED PENCIL PROJECT (ExaAmpce 5.2) 

At the Boston Arts Academy in Kathleen Marsh’s 
class, Self-Portraits in Colored Pencil, taught near the 
beginning of her fall course with 9th-graders (see also 
Example 10.3), students engage in a clean-up session 
that shows many of the features of what we came 
to call Studio Practice. From the first days of school, 
Kathleen assigns specific clean-up tasks to students 
in her 9th-grade class as a way of encouraging them 
to be responsible for maintaining their work envi- 
ronment. Kathleen considers it foundational that 
students learn the studio practices of setting up, 
cleaning up, coming in and out of the studio space, 
and finding specific tools and materials. She notes, 
“It’s going to be a huge change from what they’ve 
been doing.” Workspaces inevitably get messy, and 
students must learn that cleaning up is just as impor- 
tant as setting up their work environment. 

In interviews with us, Kathleen stressed the im- 
portance of students learning to maintain their work 
environment, which is especially important in a 
shared space. If students have their own studio, the 
level of mess is a personal choice. But in a commu- 
nal space, courtesy and efficiency dictate cleaning 
up. “There are so many people that use that room. 
That room is in use all day long. And it’s got to be 
ready and presentable for the next class.” She used 
the example of Alexander Calder to acknowledge 
how working solo differs. “I don’t think the man 
ever cleaned up. And it didn’t affect his work any. 
Some people have to have a clean environment to 
work. But I don’t think everybody does.” In a shared 
space, Kathleen added, “It’s about citizenship.” 
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Kathleen teaches clean-up as part of a work cycle. 
“They have to understand that their work period has 
a beginning and an end, and at the end, you know, 
the work has to go in a place where you’re going to 
be able to find it. And the tables have to be orderly. 
And the floor has to be swept. That’s just basic.” 
To structure the clean-up, Kathleen assigns specific 
tasks so students know exactly for which part they 
are responsible. Assignments provide training and 
solve the practical problem of making sure all work 
gets done. Kathleen also told us that at the Boston 
Arts Academy there is a school-wide clean-up phi- 
losophy. “This is their workspace, so they need to 
work on maintaining it.” 


TEACHING THE STUDIO PRACTICE 
OF KEEPING A PORTFOLIO: 
LIGHT AND Boxes PROJECT (ExaAmp_e 5.3) 

Midway through the first term, students in Jim 
Woodside’s class are working on a Light and Box- 
es Project (see also Examples 4.3 and 9.2). They are 
making reverse charcoal drawings of a still life of 
boxes by using an eraser to pull light forms out of 
paper coated with graphite. Today students are also 
going to learn how to care for their work by con- 
structing a portfolio, spraying their drawings so that 
they don’t get smudged, and organizing and stor- 
ing their artworks in the portfolio. During class, Jim 
takes students one at a time over to the side of the 
room, where he helps them make a portfolio from 
cardboard and duct tape. 

Before students start to draw, Jim explains what 
they will be doing and why. “I think the easiest way, 
the most useful way to maximize our time is for me to 
ask you to come over one-by-one. And then the rest 
of you can keep drawing.” He also reminds students 
to spray their drawings outside where there’s fresh 
air, to preserve them. Jim makes clear to students that 
portfolios help them take care of their work. Addi- 
tionally, he tells them that having work organized in 
portfolios helps him when he grades their work. 


Jim Reflects 


In an interview, Jim talked about the importance 
of students keeping portfolios of their work. Main- 
taining a portfolio helps instill a sense of profession- 
alism in students about their artwork, an important 
sense that takes time for students to learn. Portfolios 
also allow students to see changes from their early 
to later drafts. Seeing this history of one’s working 


process is part of seeing oneself as an artist, and this 
is the reason Jim encourages students not to throw 
away any of their work. 


It’s really important, because it has to do with 
how they see themselves as artists. They see the 
work they’ve produced. They see the process 
they’ve been in. And they see the history of the 
process. This is why I don’t want them to throw 
things away as well. You know, sometimes I 
say, “If you do something that you think is a 
mistake and you throw it away, it doesn’t mean 
you never made the mistake, you know. So why 
throw it away?” 


When Jim sits down to write comments and give 
grades, he looks through a portfolio to view a stu- 
dent’s work from the beginning to the end of the se- 
mester. Students looking at their portfolios have the 
same window onto their work and working process. 
They see the peaks and valleys and how hard they’ve 
worked, and this allows them to reflect on their pro- 
cess and progress. Additionally, Jim told us that he 
worked one-on-one because students in this class 
were young, and he wanted to sit with each of them 
personally as they organized their work. Here is why 
he had students cut the portfolios out of cardboard: 


I think it’s good wherever I can to teach kids 
to take shortcuts about art supplies, because so 
many art supplies are so expensive. And the 
kids need to learn to be resourceful and make 
things—even the kids that do have money. I 
just think basic to being an artist is a kind of 
resourcefulness. 


STRUCTURING A 
CLASS TO FOCUS ON BOTH 
TECHNIQUE AND STUDIO PRACTICE 


TEACHING CARE OF THE WHEEL AND 
‘THROWING TECHNIQUE: INTRODUCING 
CENTERING ON THE WHEEL (Exampce 5.4) 
At Walnut Hill, Jason Green develops students’ un- 
derstanding of Studio Practice and Technique in his 
Centering Project, introduced in the first class of the 
fall semester (see also Example 14.1). Here students 
begin to learn how to use the pottery wheel to center 
balls of clay. To do this, they must gain familiarity 
with both rules of the studio and techniques for us- 
ing the pottery wheel (see Figure 5.2). 
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ire 5.2. Develop Craft—Jason Green’s Students Learn to Throw Clay Forms on a Pottery Wheel 
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A. Jason Green 
introduces tools to 
students in their first 
ceramics class 








B. Jason labels 
drawers of ceramics 

tools to make them 
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C. Jason 
demonstrates setting 
up to center clay on a 
pottery wheel 


D. Jason works with 
students individually 
on centering 
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Demonstration—Lecture 


At the beginning of this first class, Jason shows 
students where the tools and materials they will 
need are kept. In this 15-minute Demonstration- 
Lecture, he walks them through setting up materi- 
als and tools so they can begin to work. As he talks, 
he demonstrates each tool, shows how it works, and 
then gives step-by-step instructions as he shows 
how to work the wheel, showing both correct and 
incorrect ways. 

The following examples show how Jason intro- 
duces getting set up to use the pottery wheel: 


e Jason tells students all about the tools they will need 
(Develop Craft: Studio Practice). Jason informs 
students that they will each need a bucket for 
water. He shows them where the buckets are 
kept and fills one with water to show exactly 
where and how to fill them, as well as how 
much water to put in. He also shows students 
ceramics tools that they will need. He takes one 
of each and displays the collection on a nearby 
table as an example that they can refer to as they 
set up their own throwing materials—wooden 
ribs, wire tools, needle tools, and sponges—and 
other tools that they won’t need today but will 
use later, like wooden knives. 

e Jason tells students how to get their clay ready for 
the wheel (Develop Craft: Technique). Students will 
first need to get water in a bucket and set up a 
bat, the round flat surface on which their clay 
will sit as they turn the wheel and work the 
clay. Jason shows students how to cut clay and 
how to compress it. As he demonstrates, Jason 
describes what he’s doing. “When I’m doing 
this, I’m trying not to fold the clay, like these 
folds, really trying to keep those compressed.” 

e Jason gives a detailed description of the wheels 
(Develop Craft: Studio Practice). Jason holds up a 
splash pan, shows how this large bowl fits onto 
the wheels, and notes that some of the wheels 
are a little bit different; these practical details are 
critical to the students’ success with the tools. 
He next shows how each wheel has a pedal 
and where the buttons are that turn the wheels 
on. Students will also need a bat. Jason tells 
students where to get their bats and how to care 
for them. 


Sometimes the bats aren’t cleaned. You 
want to make sure everything’s clean. So 
if you have clay here [pointing to the bat], 


or clay around these [pointing to the wheel 
surface where there are pins that fit the holes in 
the bat], you might need to take your needle 
tool and clean it a little bit [holds up the 
needle tool]. 


Once a bat is clean, it can be placed on bat 
pins, and students are told to be sure that the 
bat doesn’t rock on its pins. 

Next, Jason shows students how to form 
balls of clay. He makes eight balls to give 
students a chance to really see his ball-making 
technique as they work along. After they 
have made several balls themselves, Jason 
demonstrates how to center a ball of clay on 
the wheel. As he demonstrates, Jason carefully 
describes all the actions involved in each step 
of the process. He draws their attention to 
how his body is positioned, where his support 
is, and what he does with his hands. As he 
demonstrates the correct procedures, he also 
describes typical problems students may have 
and how to avoid them. 


Students-at-Work 


Following Jason’s introduction, students choose 
a wheel and set up their own areas for work. Jason 
talks with students as they work, offering comments 
rich in information about the studio practice of get- 
ting set up. Sometimes Jason’s comments remind 
students of what they saw in the earlier Demonstra- 
tion—Lecture, as when he had to remind students 
where to get their clay. Other comments offer new 
information, as when he told students which kind 
of bat to use. 

When students begin to work on the wheel, Ja- 
son circles the room, closely observing students 
before giving advice on their technique. When he 
talks with students, he notes points of success and 
corrects errors, frequently demonstrating again as 
he talks. The repetition is necessary to support un- 
derstanding, as each student sees new aspects of the 
process, depending on their constantly changing 
levels of understanding. 


e Jason reminds students of the assignment and gives 
advice as he watches them (Develop Craft: Technique). 
When students first start working, Jason often 
reminds them of the assignment and what he 
has shown them in the Demonstration—Lecture. 
For example, stopping to look at the balls of clay 
one student has made, he reminds her, 
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Make these really, really round. Make eight 
and remember you'll need a bat, which is 
up front, to put them on. Try to make them 
the same size if you can. That’s good, that’s 
good. Try not to make them too big; you'll 
have to use lots of muscle. 


¢ Jason gives step-by-step instructions to help students 
attend to aspects of process as they work (Develop 
Craft: Technique). To a student trying the complex 
process of starting the wheel and centering a 
clay ball, Jason first advises, “Now, the first 
thing, you’re going to put some water on it and 
press down on it.” He then corrects how fast 
she is spinning the wheel. After the student has 
correctly adjusted the speed, Jason demonstrates 
and describes how to hold her hands and press 
the clay. Before moving to the next student Jason 
prompts, “Add a little bit more water now,” and 
demonstrates again how the student should 
hold her hands. 

e Jason shows how the whole body contributes to 
centering (Develop Craft: Technique). As Jason 
advises students, he moves students’ hands, 
elbows, or feet to correct their position or 
demonstrates proper form himself. Jason tells 
one student, “Remember, your left elbow has 
to be braced, so you want to brace it against 
your hip. And then you want to put your 
right hand, lock it onto your left hand.” As he 
speaks, he shows her this technique and how 
the clay is starting to get centered as he starts to 
apply pressure. After watching the student, he 
reminds her, “Keep that elbow down on your 
leg. Put pressure on the top and side at the same 
time, and add water very frequently.” 


Jason Reflects 


In an interview after the class, Jason told us that 
he focuses on the technique of centering because 
that skill is a prerequisite to making any kind of pot- 
tery. He added that in the demonstration he shows 
how to center rather than how to make a pot because 
“students know they’re going to be making pottery, 
and they know pottery is hollow. But if they don’t 
have that basic skill of centering, then it’s very, very 
difficult to make a pot.” 

Jason explained that centering is a complex and 
difficult skill that involves a variety of types of un- 
derstanding—conceptual and physical—and that 
his goal in the first several weeks is for students to 
learn to center. 


Most of them have never touched clay before. 
And even if you know a little bit about throwing 
pottery, you know what centering is, but if it’s 
brand new, you might not even know what that 
term means. In some ways there are mechanical 
and sensory aspects and the understanding that 
goes along with it—understanding the language 
of the medium. 


Jason’s focus on centering is one way he works to 
change students’ general attitudes toward materials. 
Jason gave us the following reason for his emphasis 
on the properties of clay: 


Sometimes students will try to use clay to make 
something, and they’re just making their idea 
and not thinking about the material. And they 
may fail, because they’re not using the entire 
process. They’re just using the clay as a con- 
struction material. 


Without becoming responsive to properties of the 
material, entering into an ongoing dialogue with 
it, students are just implementing fixed ideas and 
might as well be using any material. He wants 
them to avoid naively underestimating the mate- 
rial’s importance, which is typical of a beginning 
student. “They just happened to be in ceramics, so 
they’re making this thing out of clay. But there’s 
no reason for it to be made out of clay.” This is the 
kind of thinking he wants students to avoid and to 
begin to understand how the clay is a partner in 
their creations. 

More advanced students also have the same dif- 
ficulty working with the properties of the clay. After 
Jason described one student’s growing frustration 
and difficulties, he added, 


Sometimes you just can’t do certain things 
because the materials you have won’t work the 
way you want them to. One point I was trying 
to make to her is that she might not have to 
actually follow her design exactly, and she might 
have to allow the process to be more fluid. 


Students vary in the ease with which they devel- 
op techniques such as centering. As Jason noted, “It 
takes some students weeks and weeks and weeks 
until they can do that.” He added that sometimes he 
spends class time mainly going around the room in- 
dividually helping those students, demonstrating to 
them, and correcting their technique individually. 
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The teaching of craft is often central to visual arts 
classes. Technique is not something that constrains. 
Rather, acquiring technique gives students control 
over their works. And as students acquire tech- 
nique, they begin to “think” with technique. Al- 
though technique was emphasized as an intended 
learning goal for every class we observed, we nev- 
er saw technique being taught alone. As students 
learned some kind of technical skill they were also 
learning one or more of the other studio habits of 
mind. As students mastered perspective, for in- 
stance, they had to Observe and Envision; as they 


mastered shading, students became better able to 
Express the effects and emotional qualities of light- 
ing; as students worked through color mixing, they 
had to Engage and Persist, frequently needing to 
manage frustration. Color mixing also allowed 
them to stretch and explore as they played and ex- 
perimented. And of course the more they came to 
understand various techniques and studio practic- 
es, the better they could grasp the artist’s world. 

In the next chapter we look at how the art class 
teaches students to work through frustration, to not 
give up, to persist and remain engaged. 


SIX 


Learning to Engage and Persist 


COMMITTING AND FOLLOWING THROUGH 


| think they learned how to work through 
frustration. 
—Kathleen Marsh 


ent their students with engaging projects, and 

they teach their students to connect to the as- 
signment personally, to persist in their work, and to 
stick to a task for a sustained period of time. Even 
9th-graders began to internalize the culture of hard 
work. One 9th-grader at the Boston Arts Academy 
told us why he practices his drawing every day out- 
side of class. “You can’t expect to be great at it with- 
out practicing.” 

Students are taught to focus, to develop mental 
states conducive to working, and to develop inner- 
directedness. They are taught to break out of ruts and 
blocks, and to feel encouraged about their learning 
so that they are motivated to go on. When students 
are truly engaged, they lose themselves in concen- 
tration, forgetting about time, fully focused on the 
moment. They are in a state of “flow” (Csikszentmi- 
halyi, 1990). 

The primary means of teaching students to En- 
gage and Persist is to present them with projects that 
are deeply engaging. All of the teachers we studied 
did this, as do excellent art teachers everywhere. But 
we were also struck by how often teachers spoke to 
students explicitly so as to keep them on track, to 
keep them engaged. Sometimes they did this by re- 
minding students to stay focused (e.g., “pay atten- 
tion,” “get back on track”). At other times, teachers 
might help students sustain an experimental atti- 
tude rather than rush to a premature solution, as in 
this discussion between Jason and a student in the 
initial stages of envisioning her “unit sculpture.” 


ik in rigorous visual arts classes pres- 
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Jason: Before you start that, I want you to think 
about the little coil, think about that and think 
about other forms or shapes of clay that you 
might use rather than just that little coil—maybe 
three or four different pieces of clay that you 
could repeat to build. ... 

Student: So you don’t want me to do the pine 
cones? . 

Jason: I didn’t say that. 

Student: You want me to experiment first. 

Jason: First, yes, rather than just starting, I want 
you to experiment with some different types 
of units. Some might be very geometric, some 
you might just grab and shape in your hand 
quickly. 


Sometimes the teachers simply encouraged and 
praised the student’s efforts (e.g., “you’re doing a 
great job here”). Still other times, this goal takes the 
form of either creating tension by urging the student 
to keep going (e.g., playing energetic music; saying 
“don’t stop now, keep at it”; or “you have only a 
half hour left to work”), or reducing tension, by, for 
example, playing relaxing music to help students fo- 
cus. Thus, there are many routes to the goal of teach- 
ing students to Engage and Persist. 

Typical comments that we coded as teaching to 
the goal of Engage and Persist included keep going, 
work through the difficult part, focus, I know this is not 
easy, and be patient. 

In what follows, we present two classroom 
examples in which we see students working on 
projects that require sustained attention and moti- 
vation. In both classes, students wrestle with frus- 
tration and must work hard over time to meet a 
deadline. 
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DESIGNING IN CLAY: 
COMPLETING THE TILE PROJECT (Examp ce 6.1) 

Toward the end of the school year at Walnut Hill, 
students are hard at work on a tile project in Jason 
Green’s ceramic sculpture course. This project re- 
quires considerable technical skill and the willing- 
ness to stick to a task for several weeks without be- 
ing able to see the end product. In an earlier class 
(see Example 7.2), students have designed a grid 
composed of nine tiles, and today their task is to 
finish their tiles. Students are asked to think about 
the shape, color, and texture of their tiles and to use 
the grid as a sketchbook in which they experiment 
with design options. As students come into class, 
they know what they are working on and go right to 
work. Jason calls this a “working class” (see Figure 
6.1). 


Students-at-Work 


Today students must keep working hard if they 
are to finish the assignment by the deadline. “We 
will actually try to finish these tiles today, and that’s 
a lot of work for some of you,” Jason says, acknowl- 
edging that the students have a difficult task ahead 
of them. 

Jason consults with students as they work, help- 
ing them focus on their work and stick to the task: 


e Stick to what you've begun. Jason opposes a 
student’s plan to start over, urging her to stick 
to the work she has begun. He also reminds 
her there is a deadline: “It won’t be done by the 
show. That’s all I can say if you want to start a 
new one. I would finish this.” 

e Slowing down is sometimes a form of persisting. To 
another student, Jason says, “So you just need to 
relax and take your time and build it.” 

e Even if you're not happy with your work right now, 
it’s important to keep going. When a student says 
she feels her work looks “stupid,” Jason gives 
her courage to keep on going. “You shouldn’t be 
critical at this point, because it’s so early in the 
process.” 

e Learn to manage time as you work. Jason suggests 
to a student that she find time to come to the 
studio outside of class so she can finish. He 
reminds her that she should glaze soon. “It’s 
going to take you a while to glaze those pieces, 
I think. So you want to make some time in your 
schedule. This weekend. Friday.” 


e Keep going even when you may not feel like it. Jason 
tells a student to keep on going, even if she is 
not in the mood. “You should try to finish this 
today even if you don’t feel like doing it. It’s 
your last chance to get it done.” 


Jason Reflects 


In our initial interview with Jason, he talked 
about how the medium of ceramics requires self- 
discipline because the material is continually chang- 
ing and always drying out. 


I think it helps students develop habits— 
speedier habits that hopefully will allow or force 
them to think about things—and think about 
their artwork a little bit when they’re outside of 
the classroom, so they don’t just leave and forget 
about it. They have to remind themselves—you 
know, think about it sometimes. . . . 


In our interview following this class, Jason talked 
about how students learn by following through, even 
if they don’t like what they have made. By going 
through the process and coming up with something, 
students realize that not everything works. 

Sometimes a class is just about working until 
the job is done. Jason characterized this class as a 
“working class” and the last “wet day,” so students 
needed to get right to work. 


Just get work done so that we can finish things 
up. The goal was to... really get people to 
make decisions about things and do it...and 
that’s ... how art works when you have a 
deadline. And you know sometimes that’s a 
good thing because you know your process is 
accelerated a little bit and you know you might 
have to make a quick decision or it changes the 
pace a little bit. So . . . that’s sort of the overall 
goal [of this class] . . . do the work that needs to 
be done. 


Jason also noted that students come to under- 
stand that art projects require work over extended 
periods of time. At the same time, there needs to be 
an emphasis on the way the program is set up. 


That’s why we have 3-hour classes and . .. open 
studios on the weekends. . . . Here kids can just 
come in and work. . . . Time is such an important 
factor in doing what we do [and giving] the 
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Figure 6.1. Engage and Persist—Jason Green Helps Students Work on a Project That Lasts Several Weeks 








A. Jason Green urges 
a student to continue 
the work she has 

begun 











B. Jason’s students go 
right to work as they 
enter class 


C. Jason advises a 
student not to judge 
her work so early in 
the process of making 
ceramic art 


D. Jason urges a 
student to try to 
finish by the end of 
class as he consults 
about her design 
decisions 
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students enough time to make these things that 
we ask them to make. 


Jason acknowledged that this was a frustrating 
project, and students would never have completed 
it if they had not been pushed to persist. He added: 


The students didn’t like the project very much, 
but they liked the results a lot. Almost across 

the board I think they were really frustrated 
with the whole thing, because they had to use so 
many tools and measure things, and I think they 
just really had to struggle a little bit, and, also, 
we had a short time line. 


FINISHING THE PROCESs: 
MAKING Puppets Project (Exampce 6.2) 

As the final project in Kathleen Marsh’s fall term, 
9th-grade foundations class at the Boston Arts Acad- 
emy, students are working on 3D projects. They have 
learned to encase an egg in a package strong enough 
to keep it from breaking when dropped 100 feet (see 
Example 12.7). This was followed by a joinery work- 
shop with Barrington Edwards, a colleague in the 
visual art department at the Boston Arts Academy. 
In the class featured here, students are in the midst 
of work on a culminating project designed jointly by 
Kathleen and Barrington: making a 3D puppet with 
two kinds of joints and five moveable parts. Kath- 
leen and Barrington have stressed the importance of 
linking craft and design in building the puppets, a 
technically demanding project. 

Just as Jason recognized the difficulty of the mul- 
tistep Tile Project, Kathleen is well aware of how 
challenging the multistep Puppet Project is. Stu- 
dents have told her that they are frustrated because 
their puppets look unfinished. They have not yet 
gotten them to the envisioned endpoint. Like Jason, 
she feels the need to encourage the students so that 
they will stay engaged. For example, at one point 
she asks, “How many of you feel frustrated with 
your pieces right now?” Many students raise hands. 
Her next comments offer encouragement: 


I want to say for all of you that you’ve done 
an amazing job. . . . To take something [paper] 
that’s inherently two-dimensional and make it 
three-dimensional is really difficult. This is a 
really hard thing we’re asking you to do. And 
you're doing a really good job. So, don’t lose 
heart, OK? 


As in Jason’s class, students are working against 
a deadline, and they know that they are expected to 
persist in this project in out-of-class time. Kathleen 
reminds students of the deadline and suggests one 
way they might meet it: 


You ... only have today to work on these. ... 
You may stay after school. . . . I’ve been sad to 
see that only a few people have stayed after. 
These three girls have stayed after yesterday, 
but I haven’t seen many people stay after school 
since we began talking about this deadline, 
which was quite a while ago. 


Students are given clear information about just 
what they need to do to finish this project, to help 
them stick to the task by making it clear what the 
task demands. “I hear a lot of extra conversation. I 
know you guys are really ready to begin, OK? And 
I know you are really antsy, but I want to make sure 
that everybody is clear about what's required.” 

Kathleen also reminds students of expectations, 
“Part of the culture of this school, and not just this 
department, is that there is an expectation that you 
are going to spend time outside of class on your 
work.” At the same time, she tells students why 
there is this expectation: 


Our expectation is that you spend a little time 
outside of school working on things, because 
we do want you to challenge yourself. We do 
want you to go above and beyond the very 
basics of what we ask, and sometimes that re- 
quires more time. OK? So, sometimes you need 
to get into the habit and culture of staying after 
school. 


She reminds them that all of the visual arts teach- 
ers are available in the classrooms Monday through 
Thursday after school. 


Students-at-Work 


As students work, Kathleen offers encourage- 
ment to both individuals and to the whole class. 


e Don't give up. You've done a good job. As 
she helps students, Kathleen pushes and 
encourages at the same time. She looks at 
one student’s sketch and prods the student to 
continue. “Where are your moveable parts?” 
“You have a lot of work to do, but you have 
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a good start. You’ve got to really focus.” At 
the same time, she offers praise for what the 
student has done so far. 

e Remember the task at hand. As Kathleen walks to 
help a student, she express her concern for the 
way the whole class is starting to lose focus, 
“I’m very worried by you. You're all over the 
place, and you're not focused.” 

e Re-engage with a “good-enough” vision and a 
feasible plan of action you can carry through. As 
Kathleen pauses to help a student joining paper 
strips, she offers advice: 


Don’t fall in the trap of having a vision 
that’s so far away that you can’t satisfy the 
basics of the assignment, and don’t get so 
caught up in disappointment that it’s not 
matching your original vision. You and 
many others like you fall into that trap, and 
one of the things an artist needs to learn 

is that sometimes you just have to meet 
deadlines and meet the criteria being asked 
for rather than being too perfectionist. 


Kathleen and Students Reflect 


In an interview after the class, Kathleen reflected 
on the project and on helping students to Engage 
and Persist. Some students need to be monitored so 
that they stay on track. Others Engage and Persist 
on their own, yet even these independent students 
need to be checked in a large class so they don’t get 
lost. “You have to keep checking everybody. Mak- 
ing sure they’re still all going in the right direction. 
Making sure they’re not losing focus, and it’s hard 
‘cause that class is really big.” 

Kathleen finds that students at the Boston Arts 
Academy need support to stay focused, because 


A lot of kids who come to this school do not 
have the kind of external support that kids who 
are middle-class or upper-class have. Whether 
it’s two parents. Whether it’s money, whether 
it’s experiences, they just don’t have those op- 
portunities, so we have to . . . create structure 
and support. 


She finds that students learn to stay on task for in- 
creasingly longer periods of time. “I noticed that 
their attention span is lengthening. They’re learning 
to work in longer studio sessions. They aren’t asking 
me for breaks anymore.” 

One senior said learning to persist in work was 


the most important thing she learned in her 4 years 
at the Boston Arts Academy. 


Here they force you to stick with a piece. . . . I re- 
member in middle school you just started draw- 
ing something, you just leave it on the table and 
walk away. You don’t have to finish it like that. 
And I had a real difficult problem with sticking 
to my work because .. . I'd have an idea and I'd 
be all happy about it and I'd start it. And then by 
midway, I'd have another idea. And I’d get the 
idea from the piece that I started and so I'd just 
digress again and start over. And they had no 
problem with that in middle school. It’s only like 
keeping you busy. It doesn’t matter what you're 
doing. Then I got here. It was only Boston Arts 
Academy when I really started finishing pieces 
and that was a big thing for me because it’s like 
wow, I actually completed something! And I like 
it! [laughing] So it was huge, it was like a big deal 
for me just to finish the work [see Figure 6.2]. 


A senior at Walnut Hill talks about her persistence 
and shows us how sticking to a project also involves 
the habit of Envision: The end product that she holds 
in her mind motivates her to keep working: 


Figure 6.2. Charcoal Self-Portrait by a Senior at the 
Boston Arts Academy 


ma 
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I choose these methods of creating things that 
are so repetitive .. . I'll get halfway finished, 
and I'll just be like, “ugh, I don’t want to do 

this anymore,” but when I get to that point I'll 
look at what I’ve done, and I'll just think, “Oh 
this looks so cool, it will look so good once it’s 
finished.” So that’s what gets me through it, just 
thinking about what the end product is going to 
look like [see Figure 6.3]. 


In our final interview with Kathleen, she talks 
about the importance of passion, which we see as 
the high end of engaging and persisting: 


The thing that we talk a lot about as a school is 
that other thing that you look for, which is the 


unmeasurable thing, which we call “it,” or “the 
twinkle in the eye,” “the hunger,” “the desire,” 
and we don’t measure it. We certainly talk 
about it, we certainly note it, we do write about 
it, but we don’t measure it. There is no way to 
measure it. 


wy 


Both Jason’s Tile Project and Kathleen’s Puppet- 
Making Project challenged students and grabbed 
their interest. The projects were within the stu- 
dents’ abilities yet were novel and exciting. The 
projects also gave plenty of space for students to 
take a personal approach to the task. Teachers of- 
ten played the role of gently keeping students 
on task and making sure they persisted in their 
engagement. 


Figure 6.3. Wood Sculpture by a Senior at Walnut Hill 
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SEVEN 


Learning to Envision 


PLANNING BEYOND SEEING 


| try to get them to think about how they 

would choose an object as a source, and then 

abstract from that object to make a sculpture. 
—Jason Green 


(see Chapter 9), but they also learn to use ob- 

servation as a springboard to Envisioning what 
they cannot observe directly with their eyes. Envi- 
sioning includes the acts of generating mental im- 
ages so that one can imagine how a work will look, 
and planning ways to achieve that image. Observ- 
ing and Envisioning are ends of the same continuum. 
When we observe, we look closely at the outside 
world. When we envision, we imagine and generate 
images of possibilities in our mind. ° 

In observational work, the continuum between 
Observe and Envision is clear: we observe the mod- 
el, and we represent that model in another medium. 
The translation from model to representation can- 
not be done without envisioning. Artists aim to rep- 
resent not only the surface aspects of their models, 
but also the underlying structure or geometry—for 
example, the axis of the head versus the axis of the 
body, the torso as a trapezoid, the triangular relation 
between two figures. 

In work that is not done from observation, the 
continuum is less clear, but it also exists. Artists 
work from mental images that are themselves de- 
rived from having observed the world. A freshman 
at Walnut Hill shows a developing ability to envi- 
sion how what he observes can be altered to develop 
an expressive goal of bringing the focus to the small 
figures in the center of a drawing (see Figure 7.1). 


Oec learn to Observe in visual arts classes 
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Talking about an observational drawing of students 


standing at their easels, he explains how he did not 
draw just what he saw. 


Well, when I did the drawing it was supposed to 
be about the way the whole room looks and the 
way everything just comes in to the subjects. But 
there are a lot of . . . things around that would 
distract from what I was trying to draw. So I did 
change things around a little bit. I tried to make 
things as much as I could point to the middle 
here. . . . I think it’s mostly the stuff that I left 
out that helps support the piece [see Figure 7.1]. 


Here are some of the many ways students were 
encouraged to Envision 


e Generate a work of art solely from their 
imaginations, rather than from observation. 

e Imagine how their work would look if they 
made specific changes. Here, the skill of Envision 
is used in planning a work. 

e Make a “unit,” repeat it, and then combine the 
units into sculptural forms. This is an example 
of another kind of envisioning focused on 
“improvisational” planning. 

e Imagine all of the ways they can vary a line, a 
shape, a color, or a composition. 

e Imagine implied forms in their drawings— 
forms that cannot be seen in full because they 
are partially occluded. 

e Observe the underlying geometry of a form and 
then envision how that geometry can be shown 
in their work. 


Learning to Envision: Planning Beyond Seeing 49 


Figure 7.1. Charcoal Drawing of a Studio Class by a 
Freshman at Walnut Hill 





Two classes are featured in this chapter, and both 
demonstrate two kinds of Envisioning—imagining 
and planning. Imagining is an activity that is re- 
quired for planning a work, and it can be done ina 
host of ways. 


PLACES FOR AN IMAGINARY CREATURE: 


INVENTING COLORS PROJECT (Exampce 7.1) 


At the Boston Arts Academy near the conclusion 
of Beth Balliro’s spring term course with 9th-graders, 
we see students continuing to work on the Imaginary 
Creatures Project. They are using acrylics to paint a 
mythical creature situated in the landscape in which 
it was born or died (see also Examples 5.1 and 13.1). 
The creature cannot be seen; thus it is envisioned. 


Students-at-Work 


As students work (see Figure 7.2), Beth repeated- 
ly finds ways to focus students on one form of Envi- 
sioning—generating images from the imagination: 


e Imagine where your creature came from and create a 
landscape for the creature. Beth asks a student to 
think explicitly of what he is trying to represent. 
“Wherever you think that beautiful creature can 
burst out of a seed. Where would it be? ...a 
greenhouse, or a pot, or a windowsill, a crack in 
the sidewalk.” 

e Create an imaginary landscape that tells a narrative. 
Beth tells a student: 


I want you to think about how you can 

tell a story with your landscape. I’m 
having you come up with where they were 
born, because to do that you will have 
to... have in mind a place and not use 
characters to show it. ... I want you to 
have a landscape that has a story, and, in 
this case, I want you to think more deeply 
about your character. 


e Envision where the light is coming from in the 
landscape. Beth asks a student to think about 
light. “Where is the light in this forest coming 
from ... day or night? What time of day? What 
kind of light? Is it foggy? Bright and shining?” 
Beth also asks students to look closely at their 
work (Observe) as they plan, to see how it might 
grow (Envision). 

e Determine where on the page a new color could be 
used. Beth asks a student, “Think about if there 
is a place where you want to include a color 
that’s different than these.” 

e Envision variations of a color. Beth prods a student 
working with two colors to envision more 
variations of the colors. “OK, so you have red 
plus yellow ... you have orange, think about 
how many oranges you can get.” 

e Think of how to make color translucent and layered. 
Beth asks students to think about how to layer 
colors “so you can still see the value shining 
through.” 


Beth Reflects 


When asked to give this class a title, Beth called 
the class “Inventing Colors.” As explained in Chap- 
ter 5, students were learning to envision new col- 
ors out of primaries, motivated by their struggles 
to envision a mythical creature that could in some 
way represent themselves, in landscapes of its birth 
and death. When asked why students should learn 
to invent rather than copy, Beth replied that when 
students just follow tradition, their work is “so 
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Figure 7.2. Envision—Beth Balliro and Her Students Consider Ways to Paint Environments Where Imaginary 
Creatures Lived 











A. Beth Balliro works 
on color with her 
students 


B. Beth and a student 
consider how a 
landscape expresses 
character 
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with a student how 
to expand the range 

of colors in a work 
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much less interesting than when they invent. So, 
that’s why I didn’t want to lead them by requiring 
that they look at references.” Beth also thinks it’s 
important to have students learn the relationship 
between drawing from imagination and drawing 
from observation because “fantasy drawings will 
be much better if you work on observation” (see 
Figure 7.3). 


Figure 7.3. Sun Painting by a 9th-grader at the 
Boston Arts Academy 





DESIGNING IN CLAY: 
BEGINNING THE TILE PROJECT 


(Examp_e 7.2) 


In Jason Green’s classroom at Walnut Hill, stu- 
dents are beginning a tile project near the end of 
their second-semester course in ceramics. In this 
class, they are assigned to create nine tiles pressed 
from molds. They place objects into the molds to 
press out individual textured tiles. They must think 
of each tile in relation to the whole, as in painting, 
because the nine tiles, each 5-inches square, must 
form a piece that can be hung on the wall (see also 
Example 6.1). 


Students-at-Work 


As students work, Jason frequently asks them 
to envision the next steps in their work. Below are 
Jason’s interactions with two students as he prods 
both to think of what they might do next with their 
work: 


e How might individual tiles function as a single 
piece? Jason tells a student, “I want you to think 
of how the tiles relate. Have something that 


connects them together between the tiles.” To 
another, he says, “You need to know what each 
tile will look like before you start making it.” 

He further warns her to avoid carving all nine 
pieces separately; she will need to think in terms 
of a grid. 

e What would your work look like if you tried 
something else? Jason asks the student to think 
of the basic things that make up the design. He 
then asks her, “What would happen if you did 
it on each tile, so you didn’t have to carve nine 
pieces of plaster?” (This also nurtures the Studio 
Habit of Mind Stretch and Explore, because 
Jason is encouraging the student to consider 
options.) 

e What do you plan to do? Jason asks a student what 
she plans: “You have to decide if you want the 
middle out, coming closer to you. That means 
you will have to cut these little squares.” 

e What technique might you employ? As the student 
struggles with her grid drawing, Jason suggests 
that she think of how she might execute what 
she plans: “You could cut something like this 
[he picks up a straight piece of wood] and have 
it go into the mold, and you would get a nice 
straight line.” 


Jason Reflects 


In an interview after this class, Jason noted that 
this project requires advanced planning, which we 
refer to as Envisioning. “They’re making all the de- 
cisions about their artwork when they’re not actu- 
ally working on the clay.” He also stressed that in 
this project, students have to “figure out” ahead of 
time (Envision) the end product before beginning to 
build the object. 

Jason said his goal was to have students envision 
their own product and not follow a set of automatic 
steps: “What I don’t want to do is give them the rec- 
ipe for making art, because there is no real recipe.” 
Instead, Jason’s goal is to help students find their 
own solutions: “I want to give them the tools so that 
they can be innovators and come up with their own 
problems and their own solutions and their own 
questions.” 


One might at first think that Envisioning occurs 
only when artists work from imagination. But En- 
visioning also occurs when working from the model 
or when combining imagination and observation in 
works. Every time artists plan next steps they are 
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Envisioning. Every time they step back and ask 
themselves how the work would look if they made 
some kind of alteration they are Envisioning. The 
teachers asked students to plan and to imagine re- 
visions in their works. Thus students gained con- 
siderable practice in working from mental images. 
Envisioning—the ability to imagine and to generate 


mental images—is a disposition important in many 
domains. And visual arts classes are perhaps the 
arenas in which this disposition is most consistently 
fostered and demanded. 

In the next chapter we consider how students 
learn to go beyond technique to express a personal 
vision in their work. 


EIGHT 


Learning to Express 


FINDING PERSONAL VISIONS 


The strength of the drawing is going to depend 
very much on the evocative nature of the 
space. 

—Jim Woodside 


yond technical skill to convey a personal inten- 

tion in their work. Learning to Express includes 
making works that exemplify properties that are 
not literally present, such as moods, sounds, and 
atmosphere. Learning to Express also means mak- 
ing works that convey properties such as emotions, 
a sense of movement, or personal meaning. 

In the following two classes, we see students 
learning different aspects of expression. In both, we 
see examples of class structures and interactions 
with students that encourage them to go beyond 
representation to create something with evocative 
meaning. 


È visual arts classes, students are taught to go be- 


DRAWING FOR FEELING: FIGURES IN 
Evocative SPACE PROJECT (Exampce 8.1) 

At Walnut Hill in Jim Woodside’s Figures in 
Evocative Space Project (see also Examples 12.1 and 
15.2), students learn to convey a mood or atmosphere 
in their drawing that evokes something about the 
psychology of the figures in the drawing. Jim moves 
students away from thinking about representing a 
single figure, as they had in previous classes, toward 
thinking about figures in relationship, telling a story 
in an evocative space (see Figure 8.1). 


Demonstration-Lecture 


Five months into his drawing class, Jim introduc- 
es his students to the concept of drama and narra- 
tive. He poses a male and female student together 
at opposite sides of a space. He asks the rest of the 
students to think of the models as kids just hanging 
out. He contrasts this kind of drawing with more 
standard fare in which he asks students to draw an 
isolated figure he has set up for them and makes 
comments, such as those that follow, encouraging 
them to be expressive in their drawings. 


e Jim asks students to use drawing to express a 
dramatic relationship. 


I’m trying to set up a kind of dramatic 
lighting . . . a lighting that seems almost 
mysterious or evocative. . . . I want this to 
be set up like a kind of stage. . . . You know, 
when you think of actors on a stage, you 
don’t just think of the personalities, but you 
think of the whole story being told. You 
think of the lighting. You think of the kind 
of environment being implied, right? 


e Jim asks students to think about what is implied, 
suggesting that they think as if they were movie 
directors and show their decisions in their drawings: 


These two people are elements in a drama. 
... What I’m asking you to do is move 
beyond the idea of just drawing a figure in 
an art class, which is what we’ve done for 
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Figure 8.1. Express—Jim Woodside’s Students Learn to Express Emotional Content in Their Figure Drawings 








A. Jim Woodside 
focuses students’ 
attention on light as 
a source of drama in 
drawings 







B. Jim’s students 

begin drawing 
figures in dramatic 
lighting 


C. Jim leads a critique 


D. Jim encourages 
an uncertain student 
to heighten contrast 
in his drawing to 
show the dramatic 
relationship between 
the figures 
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the last couple of weeks. Now I’m asking 
you to think more about the emotional 
content, the relationship between the two, 
the drama, the mystery. 


e Jim asks students to Express the relationship between 
the two figures in the empty space between them: 


You're going to have to include all this 
space, this empty space. Now that’s going 
to be a big challenge in your drawing, 
because something is going to be in that 
space, you know? There’s gonna’ be the 
wall, the blackness of the window, but more 
importantly, what’s the sort of emotional 
content and character, and what do you 
get out of that drawing? Let me rephrase 
that—the strength of the drawing is going 
to depend very much on the evocative 
nature of this space. 


Jim also introduces paintings by Edward Hop- 
per and Richard Deibenkorn and leads a discussion 
about these paintings’ evocative, emotional content 
(see Example 12.1). In addition to his focus on Ex- 
press, he fosters students’ Understanding of the Art 
World as the students learn how their work relates 
to that of professional artists. He helps them Observe, 
as students learn to see light and value by looking 
closely at works of art, and he asks them to Question 
and Explain, as they are asked to describe qualities 
in the work. 


Students-at-Work 


Jim consults with students as they work ona series 
of quick, compositional sketches (3-5 minutes each), 
and then on a longer drawing on better paper: 


o Notice the expressive light on the face of the female 
model. Jim directs a student’s attention to the 
strong, very clear light on one side of the 
model’s face and the dark values on the other, 
and says, “That can be all the information you 
need. A sort of very mysterious, wonderful light 
across one side of her body.” This consult also 
fosters learning to Observe as the student is 
shown how to look closely at the model. 

© Create a dramatic sense of receding space by 
exaggerating perspective. Jim puts tracing paper 
on the drawing to demonstrate as he suggests 
to a student that he include in his drawing 
pictures on the wall “because if you put them 


on in perspective, it’s the perfect way of telling 
the viewer that the space is going back. But 
you can make that even more dramatic if you 
like, exaggerating the diminishing side of the 
picture.” This consult also fosters the learning 
of Develop Craft: Technique, as the student 

is encouraged to use the rules of perspective 
learned earlier in the semester, and the learning 
of Observe, as the student is encouraged to 
notice space around the models and use it to 
express an intended effect. 

e Use the technique of erasing to convey a dramatic 
feeling of light. Jim suggests that a student use 
the technique of erasing. “This drawing is 
the type of drawing that sort of works from 
darkness backward instead of putting darkness 
on.” He also asks the student to recall a project 
from several months ago, when he covered 
the paper in charcoal and erased into it (see 
Example 4.3). “In a way, there’s a similar thing 
going on here, where bits of light are worked 
out of darkness.” Jim asks for permission to 
erase the student’s drawing a bit and describes 
what he’s doing. “In certain areas where it’s 
important to show the weight of the figure, go 
back in with your eraser. You know, heighten 
that contrast in certain areas.” This consult also 
fosters the learning of Develop Craft: Technique, 
and is a good example of how students are 
taught to be alert to craft (and develop technical 
skill) in the service of expression. 


Critique 


During the class, Jim uses several short Critique 
sessions to point out how specific compositional 
decisions determine the kind of relationship con- 
veyed between the two figures. Students’ works, 
taped onto drawing boards, are leaned informally 
against the wall for all to sit before and contemplate. 
Jim praises students’ success at making decisions in 
their sketches about what they want to express. In 
discussing the drawings, he directs students’ atten- 
tion to expression as “powerful decisions starting to 
be made, starting to emerge out of your sketches.” 

During the Critique, Jim notes how one student 
has created a strong statement of isolation by the 
choices made. He points to small, discrete figures 
and suggests the power of really exaggerating the 
distance between them. “Maybe it’s a statement 
about the lack of communication between the two 
figures.” 
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Jim further compares the expression of the deep 
space in the drawing to another student’s drawing 
that is flatter. He points out how the dramatic angle 
gives the picture a less stable effect, and the result 
of the student’s choice to include architectural ele- 
ments such as the wall and the floor, information 
which Jim says is really the substance of the draw- 
ing. “It’s not a portraiture, it’s just arrangement of 
shapes.” 

Jim also shows the class a finished drawing of the 
same kind of scene by a student in another class to 
explain what he means by telling a story. He points 
out the power of the open space and the way the 
drawing is done with just a hint of light around the 
otherwise anonymous figure. Finally, he comes back 
to the idea of a stage set. “When I talk about tell- 
ing a story, I’m not saying that you’re illustrating an 
event, a story, but I’m saying that you’re implying a 
drama, a sort of living drama between figures.” 


Jim Reflects 


In our interviews with Jim, he talked about how 
he strives to teach students to find personal rela- 
tionships in their art and how he never teaches tech- 
nique alone. “It is about connecting the art to your 
life and to the world, and your place in the world.” 
Jim talked about why he never wants to teach just 
skills and then go on to content and expression. 
“It is not [only] the skill of drawing that they are 
learning. It is very much the making of a mark in 
the world as expression; and, to me, that might be 
something that is more interesting and more excit- 
ing for them.” 

For Jim, the teaching of technique is only part of 
the picture. “I have had kids in drawing that could 
draw better than I could, but they really couldn’t 
push it to another level. There is just not depth in 
their work.” He tries to help students see how an 
idea, like drawing the figure, connects to a world 
that they relate to and understand. “Whether it’s 
them with their parents in the kitchen or whether 
it’s kids hanging out in Harvard Square, there’s a 
kind of drama to everyday life.” And what hits you 
first when you look at a work of art is not its tech- 
nique but its evocative properties. 

In our final interview with Jim as he reflected on 
the year, he said that the assignments do get more 
interpretative as he moves through the year. They 
are more evocative in terms of expression, but he 
stressed that expression cannot be conceived of in 
isolation from other aspects of drawing. 


DRAWING FOR MEANING: 
IMAGINARY CREATURES PROJECT (ExaAmpce 8.2) 

At the Boston Arts Academy, in Beth Balliro’s 
Imaginary Creatures Project in the middle of her sec- 
ond-semester course with 9th-graders, she stressed 
that students should express personal meaning in 
their work. The students are each making a mythi- 
cal creature that expresses something about their 
own personality. They are going beyond representa- 
tion to create something with connotative, evocative 
meaning. In an earlier class, students wrote about 
what inspires them (“What is your muse?”); (see 
Example 10.1). Now with this inspiration in mind, 
Beth helps them to do a pencil sketch in which they 
think of themselves as a mythical creature—part hu- 
man, part animal. As students worked, Beth encour- 
aged them to identify properties through which to 
convey personal meaning in two ways: 


e Decide which aspects of character to express in 
the mythical figure. Beth asks a student several 
questions to get him to think about which 
aspects of his character he wants to express 
in his mythical figure. “If you could be any 
character, would this be the one? A warrior? 
What about you is the most dominant part of 
you?” Beth also reassures the student that he is 
already steps ahead in the challenge of making 
a drawing that synthesizes man and beast. Now 
he has to make sure he is ready to commit to 
this drawing as the basis for a big painting later. 

e Decide how your drawing will express that character. 
Beth urges a student to put her figure of a 
mermaid into action so that it expresses more 
power, and so that the mermaid expresses 
something about the student’s self. She 
encourages the student to make “not just 
any old mermaid but your own mermaid. ... 
Instead of having a portrait of a mermaid, see 
if you can put it in action.” When the student 
responds that mermaids have power over the 
waves, Beth replies, “Yes, so that tells part of her 
power.” 


Beth and a Student Reflect 


In an interview, Beth talked about how she was 
indirectly trying to influence the student who chose 
to make a mermaid—trying to get her to think 
about the viewer and make a creature that con- 
veys something to that viewer. Although she really 
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didn’t want the student to do a mermaid, she didn’t 
want to tell her not to do a mermaid because the 
student was invested in a lot of draft drawings of 
mermaids, and “she was pretty psyched up about 
the mermaid thing. But in my mind I’m thinking, 
uhh, a mermaid!” Beth wanted the student to avoid 
being “clichéd”: 


Art that is clichéd doesn’t engage the viewer, 
and art that presents something intriguing does 
engage the viewer. So, I don’t know that she’s 
ever thought about the viewer before. I’m trying 
to get her to see the work outside of herself as 
something that conveys something to a viewer. 


A senior at Walnut Hill talked to us about how 
she learned to go beyond technique and realism, 
and began to use her skills in representation for an 
expressive and personal aim. 


I came . . . to this school and I basically just 

was thinking about skill and showing skill and 
you know trying to create depths and dimen- 
sion and just show what's real and show that 

I can present it in a real way. And that’s the 
perfect example [apple drawing]... . But with 
my self-portrait, it clearly shows how I’m more 
... working with myself and...wholam.... 
It’s very personal, it’s more deep, and it’s not 
about presenting something in a realistic way. . 

. . It still has a lot of skill in it. . . . But the whole 
general idea of what I’m trying to present has 
changed. And I grew a lot through that because 
basically when I came here I started to have a lot 
of skill but I didn’t really know what to do with 
it or how to connect it with my thinking (see 
Figure 8.2). 


In our initial interview, Beth told us why learn- 
ing to be expressive is so important for her students. 
“They have equally not really found their voice, in 
a way that it can be heard. I think being an artist is 
figuring out how to get yourself heard.” In a later 
interview, Beth talked about how it is that students 
can discover their voice in an art class but still strug- 
gle in an academic class. Here she has brought up 
the vexing issue of transfer. Whether students can 
discover their voice (and thus something about their 
identity) in an arts class and have this discovery 
generalize outside of art class is a question ripe for 
investigation. 


Figure 8.2. Self-Portrait by a Senior at Walnut Hill 








NINE 


Learning to Observe 


SEEING BEYOND THE ORDINARY 


Keep investigating things around you. ... Look- 
ing is the real stuff about drawing. 
—Mickey Telemaque 


more closely than people ordinarily do. They 
learn to see with new eyes. They are helped to 
move beyond their habitual ways of seeing, to notice 
things that might otherwise be invisible and there- 
fore not available as something to think about. This 
is the Studio Habit of careful, mindful Observation. 
Students are taught to look closely at the follow- 


ing: 


Grea in the art studio are taught to look 


e The model or source from which they are 
working 

e Their own artworks as they evolve 

e Art processes modeled and artworks created by 
the teacher in demonstrations 

e Artworks created by other students 

e Artworks from contemporary or historical 
artists 


Teachers help students notice more by pointing 
out nuances of color, line, texture, and form. They 
point out the underlying geometry of a form. They 
describe the expressive properties of a work, as well 
as its stylistic and compositional elements. 

In the two classes that follow, we show how stu- 
dents are taught to observe. Both teachers have their 
students use a viewfinder (a small piece of card- 
board with a rectangle cut out of its center), a tool 
artists have traditionally used to aid observation. 
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SEEING WITH New Eves: 
USING THE VIEWFINDER (Examp_e 9.1) 

In Mickey Telemaque’s first design class of the 
term at the Boston Arts Academy, students learn to 
look through a viewfinder with one eye, so that they 
can learn a new way of seeing—seeing the world as 
elements in a composition. He tells them, “Instead 
of painting what we see, we're going to see what 
you would paint.” This is meant to help them select 
what they want to put on a page. 


Demonstration—Lecture 


Looking through the viewfinder helps students 
learn to see objects as only lines, shapes, and colors 
in a frame. Mickey tells students: 


Forget that you are looking at a bucket or a 
person’s hair, or a table and a chair, and all 
these things. Forget that these are objects that 
have any real definition. I want you to simply 
concentrate on the lines that are created ... in 
what you see. 


Mickey talks about what he sees when looking 
through the viewfinder. He turns and holds the 
viewfinder up to a desk. 


Right here I am paying attention particularly 
to the way this line goes diagonally across 
this frame, and then there is another little line 
underneath it that I can see has a little bit of a 
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distance. It’s a different color, different texture, 
and the line is thicker because from my per- 
spective this line is a little thinner than this line 
down here. 


Mickey explains how, when you look through a 
viewfinder with one eye, you lose depth perception 
and start to see the world as if it were a two-dimen- 
sional picture. Instead of seeing one thing in front of 
another “all you're seeing is [that] one thing stops 
where another thing starts. And that is all design, 
because one color in a shape stops and the other 
starts.” 


Students-at-Work 


Mickey hands out viewfinders, and students 
practice seeing the world as design (see Figure 9.1). 
As they look around the classroom and hallway, 
Mickey keeps students focused on this new way of 
seeing by engaging in observations with them. Mick- 
ey asks individual students, groups of students, and 
sometimes the whole class to do the following: 


e Vary how the tool is used. Mickey explains what 
to notice when looking through the viewfinder 
with one eye. “Think about how things look 
different when you hold it close to your eye or 
closer to the object.” 

e Focus on design elements. Mickey asks students 
to forget what they are looking at and just think 
about the surfaces. 


Is anybody having trouble forgetting that 
they’re looking at something that they 
already know? ... Forget that you’re 
looking at somebody’s arm or a table. Just 
think about the shapes, the colors, the lines, 
and the textures and the value of things as 
they change as you move the viewfinder 
around. 


e Notice, think, and respond. Mickey asks students 
to talk about what they see differently by using 
the viewfinder: “Do you notice something that 
you're not used to paying attention to?” 


Demonstration—Lecture 


After students have investigated the classroom 
and hallway, Mickey gathers them in the classroom 
and uses a magazine cover with an image of a build- 
ing and a poster on the wall to help synthesize what 


they’ve learned—paintings don’t have to be seen 
as what they represent; rather, they can be seen as 
simply a surface of colors, shapes, patterns, textures, 
and forms. “That little change in thinking is what I 
want you to concentrate on.” Mickey concluded by 
introducing a homework assignment that connected 
the “new way of looking” to the course focus on de- 
sign: Students created sheets of numerous thumb- 
nail sketches that each combined one circle, triangle, 
and square, in an effort to find those designs that 
best conveyed the idea of motion. 


Mickey Reflects 


When we asked Mickey to give this class a title, 
he called it “A New Way of Seeing,” or “Seeing the 
New.” He explained that his goal is to “change how 
they look.” “We're seeing what we are going to 
paint,” Mickey says as an explanation for using the 
viewfinders. 

The goal of looking more closely, Mickey ex- 
plained to us, is to demystify the act of drawing and 
realize that the challenge of drawing a complex ob- 
ject is no different from the challenge of drawing a 
simple one. 


What happens is they think, “I can’t draw a 
person.” But if you say draw this pencil they 
probably won't say that. But really .. . the 
lines are just different. So make the line that 
corresponds to what you see. Turn it here. 
Shadow it here. It’s stripping away what it is 
and just painting the lines. 


Mickey is, in short, teaching students to look close- 
ly so that they can begin to draw what they never 
thought they could draw. The first step, he tells 
them, is to learn to see. 


SEEING THE WORLD AND PUTTING IT ON PAPER: 
LIGHT AND Boxes Project (EXAMPLE 9.2) 


For Jim Woodside’s Light and Boxes Project at 
Walnut Hill, students learn to think about the rela- 
tionship between the world and their drawing. Stu- 
dents use the viewfinder to see the world anew, and 
then go one step further and think about how they 
can put what they see onto paper. 

Early in the fall semester, students file into Jim's 
classroom to find a pile of wooden and cardboard 
boxes in neutral tones stacked at a variety of angles 
in the center of the floor (see also Examples 4.3 and 
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Figure 9.1. Observe—Mickey Telemaque’s Students Learn to See with “New Eyes” 
















A. Mickey Telemaque 
asks students to use 

a viewfinder to “see 
what you would 
paint” 


B. Mickey guides 
students to see 
design in the 
environment outside 
the windows 


C. Mickey tells 
students to forget 
that they’re seeing 
objects and focus on 
just lines 






D. Mickey explains 
that viewfinders help 

people see objects as 
just lines, shapes, and 
colors in a frame 
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5.3). The students gather around this unusual “still 
life,” and Jim gives them each a viewfinder. As did 
Mickey, Jim teaches his students how the viewfind- 
er helps them see, and as a result, helps them draw 
more accurately. 


Demonstration—Lecture 


Jim shows the students how to look through the 
viewfinder at the still life from many angles, and he 
explains how the viewfinder can help them decide 
about the composition of their drawings: 


This is a really great way to isolate what you 
want to work on to get a sort of preview of it, to 
figure out, most importantly, how it relates to all 
four sides of the paper. If you look through that 
you'll start to get a sense of, “Is there enough 

in that composition to occupy my drawing? Is 
there too much? Do I need to move in closer? Do 
I need to step back?” 


Jim explains that students are also going to be 
working on perspective: 


We're still talking about line, but the main 
emphasis of what we’re going to work on today 
is going to be perspective, geometry, one- and 
two-point perspective, how to arrange these 
shapes in a logical way, in a way that makes 
sense, in a way that is representative of the 
space that exists here in real life, on your two- 
dimensional surface. 


Before students start drawing, Jim holds up the 
viewfinder and explains to the class how to use it to 
plan a composition: 


As you look through the viewfinder, look at 

all four sides. Don’t just think of the top and 
then the bottom, you know, like we tend to 
look at the earth and think of the sky and the 
ground. Look at all four sides of the hole in the 
cardboard, because that’s how you're going to 
start to think about all four sides of your piece 
of paper, in terms of the composition. Think 
about how the lines work, intersect, interact, 
with all four sides. 


Students are given newsprint, tempera paint, and 
brushes as their drawing tools and materials. They 
are told to draw the outlines of the boxes only, and 


to concentrate on how one form relates to another in 
space. “Learn to see shapes,” Jim tells them. 


Students-at-Work 


Jim circulates, watches, asks questions, and en- 
courages students to use the viewfinder. Occasional- 
ly he speaks to the whole group, but usually he talks 
to one student at a time. For example, Jim helps one 
student see the major vertical organizing lines that 
structure the still life. “Most of the things in the still 
life are set straight up and down, OK?” He also sug- 
gests what the student might do next: 


So if I were you, I would stop on this part right 
now and get some of these straight verticals in, 
like maybe that big pedestal there, or maybe 
that box down there if that’s in your view . . . so 
you can work these big diagonals against that. 


Critique 


After students have made a preliminary drawing, 
Jim puts all the drawings up on the wall and holds the 
first Critique of the 3-hour class. He begins the Cri- 
tique by asking students to look at their own drawing 
and think about what’s wrong with it. The Critique 
moves fluidly into a Demonstration—Lecture. 


Demonstration—Lecture 


Using student drawings as a reference, Jim puts 
up a blank sheet of paper on which he draws boxes 
as he talks about principles of perspective draw- 
ing. He introduces some terms, writing them and 
illustrating them simply—horizon line (eye level), 
one-point perspective, vanishing point—and draws 
boxes in various positions above and below the ho- 
rizon line. Jim shows students an old movie projec- 
tor case and demonstrates how perspective helps to 
understand the simple overall shape of the case and 
to look beyond the minor details—handle, latch, etc. 
He explains why they should first draw the general 
shape of the rectangular projector case, and as he 
lifts the cover to reveal the projector itself, only later 
alter that same shape when depicting the specific 
details of the projector: 


Whether you’re drawing a person or the most 
complicated thing in the world, you want to see 
it in simple terms first. It really helps to under- 
stand things in simple geometric terms first. 
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Jim makes a connection to the way he asks students 
to think of the figure: 


This is the same thing as when you draw a 
person. I'll tell you as we draw the figure to 
learn to break it up into geometry. If you just 
think of like the chest and muscles and arms 
and everybody’s different shape, it can be 
overwhelming. But if you think of someone as 
just a cube and another cube attached, it can 
really help to simplify it. 


Much of what we hear in this Demonstration- 
Lecture is similar to how Jim talked to individual 
students in teacher-student consults during the 
Students-at-Work session. But here, he talks to the 
entire group, making reference to individual stu- 
dents’ works, thereby moving seamlessly back into 
Critique. 


Critique 


Before beginning another round of Students-at- 
Work, Jim helps students talk about what they see in 
their own and others’ works that they think is more 
or less successful. Students discuss point of view in 
different drawings and the importance of intention- 
ally choosing the point of view in a drawing. Jim 
concludes by telling students, “So these are the kind 
of thought processes and choices you should make 
with every single drawing.” 


Students-at-Work 


Following the Critique, students return to work- 
ing on the still life, this time drawing it armed with 
the rules of perspective. With one student, Jim dem- 
onstrates perspective drawing by placing a piece of 
tracing paper over the student’s drawing and then 
drawing from the student’s viewpoint. As he draws, 
Jim explains and points out to the student aspects 
of the display and how he is capturing these in the 
drawing. “Where is your horizon line?” he asks the 
student. To the student’s reply he answers, “Right, 
so that means this is significantly below your hori- 
zon line, right? OK, so let’s just say that the vanish- 
ing points are off here, they’re somewhere but it’s 
imaginary, off your piece of paper.” Jim continues 
to draw and direct the student’s attention to the 
drawing. 

Jim also focuses the group’s observation on other 
students’ work. He holds up a drawing and directs 


students to observe the expressive quality of char- 
coal in this work. 


She’s got this beautiful, very hard angular 
drawing of the objects, OK? But for the interior 
it looks like she’s just sort of pretty much 
rubbing her fingers in toward the inner shape, 
taking that charcoal and pushing it in. Pretty 
simple solution, but I think it comes up with a 
really powerful expressive result, don’t you? 


For a student who is really struggling, Jim 
demonstrates how to get the horizon line right by 
working directly on the student’s drawing. While 
marking on students’ work is controversial among 
art educators, Jim and his students share an under- 
standing that this classwork is an exercise, not a 
work of art, and therefore, his marks do not violate 
the integrity of the students’ expression. Neverthe- 
less, Jim respectfully asks the students’ permission 
before adding his own lines to the paper. Then, as he 
draws, he explains his marks: 


OK, where is your horizon line? Do you know? 
It’s about right there, right? So why do you 
have these going up? I’m going to do it right 
over, OK? [Drawing on student's drawing.) Your 
horizon line is right there, OK? You'd see a little 
bit of the bottom, don’t you? So if I’m looking at 
it, it’s going be like this. 


Jim and Students Reflect 


In an interview, Jim spoke about some of the 
reasons he taught this class as he did. He explained 
that if you look through a viewfinder at the still 
life, “you’re basically looking at an abstract piece 
of art” by becoming aware of all four sides of the 
piece of paper. “If you look through the viewfinder 
at a still life, which is just boxes and shapes, you 
become immediately aware of lines intersecting 
on all four sides.” This is a complex way of look- 
ing at a work, and most students don’t think that 
way “but the viewfinder helps them to and it’s a 
great thing. It just gets the visual clutter out of their 
assignment.” | 

The value of critiquing your own work is to help 
students learn to see and “to be able to look at your 
own work after you’ve done it and do more than 
just be pleased with yourself.” In looking at the 
work of others, you learn. And posing a question for 
the group means each student had to think, “OK, I 
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might get called on to say what is wrong with my 
picture. I better look at it and pay attention.” In re- 
flecting with us after class about the Critique, Jim 
explained, “I wanted them to look at their own 
drawings and analyze them in a right-wrong/yes-— 
no fashion.” This was not intended to be a deeper 
critique of their thinking and expression in their 
work. Students were simply to find a box that just 
didn’t look right. The form that the Critique takes 
follows its purpose. 

Jim explains how the goal of teaching perspec- 
tive is to get students to see the simple geometry un- 
derlying the forms: “It’s hard for kids to see things 
simple. I think that simplification is a goal in art.” 
He explains, 


Brancusi, the sculptor, had this great quote that 
I might even have said to the kids, “Simplicity is 
complexity solved.” It comes up in big sophis- 
ticated ideas in art and also in things like this. 
So when you draw the human figure I try to get 
them to see the form. It’s the forest through the 
trees sometimes—you see the big picture. 


Figure 9.2. A 9th-Grader at Walnut Hill Explains 
That in His First Drawings He Drew “What | 
Thought | Saw” 


When asked to give this class a title, Jim called it 
“Living Use of Perspective and Composition.” He 
means to show students how the skill of perspec- 
tive drawing can be used in all drawing—it is a way 
of grasping the architecture underlying form. In his 
post-class interview, Jim explained why he does 
not teach perspective just by having students draw 
a box in isolation, but rather asks them to Observe 
the principles of perspective in what they see. “By 
having them draw a whole still life, they’re making 
a work of art. They’re not just drawing a box and 
learning how to do it.” By embedding the skill to be 
learned in the context of artistic challenges, students 
don’t merely learn the skill itself, they learn to use 
the skills for their own purposes. 

As students learn to see, their observational 
drawing skill improves. One 9th-grader at Walnut 
Hill realized how far he had come in his ability to 
Observe when he talked about his first still life. He 
told us why he thought the drawing was not ac- 
curately drawn: “I didn’t really look at it. I just saw 
what I thought I saw and just drew. And I didn’t re- 
ally like break it down” (see Figures 9.2 and 9.3) 


Figure 9.3. Late in the 9th Grade, a Student Explains 
That He Looks More Carefully Now by “Breaking 
It Down” 
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Students carry the habit of Observation outside 
of the classroom. A Boston Arts Academy senior 
told us how she began to notice perspective in the 
environment after learning about it in an observa- 
tional drawing class: 


I remember walking down Lansdowne Street. I 
looked at the way that the street goes in, and it’s 
exactly what he was talking about how things 
fade into . . . space and it’s a vanishing point at 
the end. ... And I was like “OK, and so this art 
stuff does make sense.” [I noticed it before] but I 
didn’t understand why I saw it like that. 


Even a beginning student noticed how he was 
starting to look at things differently. A 9th-grader 
at Walnut Hill commented on this: “When you’re 


painting . . . it’s an extremely different way of look- 
ing at things than when you're not. Because you see 
things, or at least I see things, in huge blocks of light 
and color. . . . You look at things differently.” 


Students who spend time in classrooms such as 
Mickey’s and Jim’s are getting continual eye train- 
ing. There is looking, and then there is seeing. Stu- 
dents learn that looking is not always seeing. Their 
eyes are now opened. It is tempting to believe, but 
still in need of demonstration, that students who 
come out of such classrooms look more closely when 
they peer through a microscope in biology class, no- 
tice more aspects of a person’s face that they want to 
describe in a creative writing project, and look more 
closely at the inside of a flower and notice its math- 
ematical symmetry. 


TEN 


Learning to Reflect 


THINKING METACOGNITIVELY 


My goal ...is to have them ... question the way 
they do things. And lose bad habits and develop 
new good habits. 

—Beth Balliro 


I'm trying to ... give them the questions that 
they should be asking themselves while they’re 
making something. Or after they've made 
something. 

—Jason Green 


When we're talking about looking at artwork, 
whether it’s one in the museum or your own 
or your classmate’s, it’s still that slowing pro- 
cess; it’s still that trying to separate the differ- 
ence between interpretation and description. 
—Kathleen Marsh 


to become reflective about their art-making, and 

this reflection takes two forms. They are asked 
to think about and explain their process, decisions, 
and intentions, a process we refer to as Question 
and Explain. And they are also asked to judge their 
own work and that of others, a process we refer 
to as Evaluate. Both of these dispositions involve 
the construction of meaning: Students think about 
their own artistic goals and those of others. Both 
also involve self-knowledge: Students learn about 
themselves and their reactions and judgments as 
they evaluate work, whether their own or that of 
others. And both involve consideration of qual- 
ity: Describing work is prerequisite to evaluating 
elements of varying levels of effectiveness. Evalua- 


I: strong visual arts classes, students are asked 
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tion involves some kind of comparison of the work 
with other works or with the envisioned final work 
not yet achieved. 


TEACHING STUDENTS TO 
QUESTION AND EXPLAIN 


Teachers often ask students to step back and focus 
on an aspect of their work or working process, some- 
thing that we believe occurs much more frequently 
in the art studio than in non-art classes. Often, 
teachers use questions as prompts to help students 
think about their work. We noticed teachers asking 
students to explain what some part of their draw- 
ing depicted (literally), how they had achieved a cer- 
tain effect, why they made something the way they 
did, and what changes they were planning in their 
work. When teachers posed questions that could 
be answered with a simple yes or no, we did not 
consider these as prompting the habit of Question- 
ing and Explaining. We saw open-ended questions 
that prompt students to reflect and explain aloud, or 
even silently to themselves, as evidence that teach- 
ers meant students to learn to Question and Explain. 
These kinds of questions help foster an inner voice 
of reflection in the language of words, in contrast to 
the visual symbols that students think with when 
they work with art tools and materials. 

In the first two classes that follow, we show how 
students are taught to Question and Explain. In both 
these classes, teachers use questioning to help stu- 
dents focus on a particular aspect of their work and 
to reflect on what they are making and how they are 
working. 


66 Studio Thinking: The Real Benefits of Visual Arts Education 


DRAWING YOURSELF AS MYTHICAL: 
IMAGINARY CREATURES PROJECT (Exampce 10.1) 

Near the middle of the second-semester class for 
9th-graders at the Boston Arts Academy, students 
in Beth Balliro’s class have recently visited the Bos- 
ton Museum of Fine Arts. Beth talks about how a 
museum is a house of muses—and the muses are 
the keepers of the arts. Today students are asked to 
paint their muses—themselves as a mythical crea- 
ture. The creature must be semihuman and must ex- 
press something about the student’s self. Students 
look at themselves in mirrors as they imagine their 
muse (see also Example 8.2). 


Demonstration—Lecture 


Beth first asks students to write about what in- 
spires them. On the board she writes the following 
three questions for students to answer: 


What/who is your “muse?” 

e If you had mythical powers, what would they 
be? 

e What would your weaknesses be? 


As she gets pens and brushes out, Beth pursues 
these questions with individual students. Next, 
she hands out ink and packets with photocopies of 
mythical creatures from African and Native Ameri- 
can cultures that students can use to help them envi- 
sion their creatures. 


Students-at-Work 


While students draw their mythical creatures, 
Beth circles from student to student, pressing them 
to explain how the character they are drawing in 
fact reflects something about themselves (see Fig- 
ure 10.1). Here are some of the questions she asks 
students to encourage them to develop the habit of 
Question and Explain: 


e How would this be you? 
What part of this character would be you 
looking in the mirror? 

e How’s it going to be you? 

e Tell me about it. ... How is he part you? 

e What kind of character is this? Do you really 
want to be this character? 

e And how is this you, the glasses and the eyes? 


e So this is you plus what? You said some cat and 
what did you say? Some type of cat. . . . So how 
do the eyelashes make it seem half-human, half- 
animal? 


Beth sometimes points to specific parts of a draw- 
ing and asks students to explain what they did or 
are trying to do there: 


e So did you just use a brush? 
e How did you get this detail? It’s beautiful. 
e Tell me about those ears. 


Beth Reflects 


In an interview after class, we asked Beth to say 
more about her questioning techniques. She talked 
about two ways to help students learn to Question 
and Explain: Asking students to answer their own 
questions for the next 10 minutes, and having stu- 
dents keep journals in which they write about pro- 
cess on a daily basis. In this class, though, she has a 
minimal goal in mind: getting students to talk about 
their art-making process. That seems clearly attain- 
able for all her students and is a first, simple, and 
concrete step in their development. 

The habit of reflection helps students become in- 
dependent workers and become “able to self-moni- 
tor so that they can eventually be autonomous,” Beth 
explains. She believes that becoming reflective can 
help art students gain confidence when they are in 
academic classes in which they may not be strong stu- 
dents. “I want them to be able to articulate their pro- 
cess and articulate how they’re different from other 
students.” They can “figure out how to be more of a 
presence and how to advocate for their own growth 
in a way that allows people to hear them.” 

Learning to be reflective about one’s work and 
to advocate gives the emerging artist power in to- 
day’s art world. “Part of their responsibility, I think, 
of being artists is figuring out how to get yourself 
heard.” 


BUILDING OBJECTS IN RELATION: 
Coit SCULPTURE PROJECT (Exampce 10.2) 

In Jason Green’s Coil Sculpture Project near the 
start of the second term of ceramics at Walnut Hill, 
when the focus has shifted from wheel-throwing 
to sculpture, again we see students being asked to 
Question and Explain their work. Jason asks stu- 
dents to look around the room to find two objects 
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Figure 10.1. Reflect: Question and Explain—Students in Beth Balliro’s Class Represent Aspects of Their 
Personalities in Mythical Creatures That They Create 
















A. Beth Balliro 
prompts a student 
to pause and think 

about his work 


B. Beth leads 
students in reflecting 
on their visit to the 
museum—a “house 
of muses” 


C. Beth guides 
students to reflect on 
their personal muses 








D. Beth urges 
students to consider 
what personal 
characteristics they 
could emphasize 

in their mythical 
creatures 
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that could serve as the referents for a hand-built 
ceramic sculpture created with coil technique. The 
assignment is challenging because students are not 
to make a copy of the objects, but rather to create a 
new object that combines parts or all of the two ob- 
jects they are using as models, varying scale as their 
intention dictates. Additionally, the sculptures must 
not have a flat bottom. The students are not mak- 
ing pottery, which is flat on one side so that it can 
stack on a shelf, but sculptures, which are built to be 
viewed from all sides. Students also have to make 
two experimental tiles with textures on them. From 
these tiles, they will choose the patterns that they 
want to use as the “skins” of their sculptures. 


Students-at-Work 


All of the techniques students have learned thus 
far will be used in this project. As students begin, 
Jason circles the room consulting with individual 
students. 


¢ Describe your plans. “Do you know what 
you're going to do?” Jason asks a student as 
he prompts her to explain how she plans to 
use a light bulb. Later he returns to the same 
student to ask, “What about this form? What’s 
the whole thing going to look like?” Jason 
questions another student to help her think 
how she might build with coils. “What’s your 
object?” “Do you want to make the whole 
thing?” “Which part of it?” 

e Justify your choice as an aesthetic decision. “What 
do you think is interesting about this? What do 
you like about it?” As Jason probes further, he 
asks the student to look closely at her chosen 
object and think of how it is used. Then he asks 
how her sculpture might be like the toy she has 
chosen. To a student combining a funnel and 
shell, Jason asks, “What do you like about the 
shell?” 

e Assess as you work. “How is that coming?” After 
the student nods that it’s OK, Jason talks with 
her about what she might do next. “What are 
you doing now?” The student and Jason talk 
about what she might do next because her 
sculpture is too wet to work on any more today. 


Jason Reflects 


In an interview after this class, Jason said he 
hopes the students will begin to internalize the 


questions he poses and get better and better at the 
habit of Question and Explain. He explained that 
posing questions helps students become aware of 
the choices they make as they work, a process he 
described as follows: “They have to identify the 
choices they’ve made during the process and ex- 
periment as well, and just be able to reflect on the 
process or reflect on what they’ve made afterward.” 
He added that “when students say, “Well, this is the 
way I like it. This is the way I want it.’ I say, ‘Why 
do you want it that way?’” 


TEACHING STUDENTS TO EVALUATE 


Certainly more so than in non-arts classrooms, stu- 
dents in visual arts classes receive continual train- 
ing in evaluating their own work and working 
process, as well as the work of others. Art teachers 
frequently evaluate student work informally as they 
move around the room while students are work- 
ing, and they also evaluate more formally during 
Critique sessions and when reviewing portfolios of 
students’ work. Students can learn from these con- 
sultations and critiques how to evaluate themselves 
and others. Thus, students in visual arts classes are 
learning to make aesthetic judgments and to defend 
them, and because they are engaged in continuous 
self-assessment, they have the opportunity to learn 
to be self-critical and to think about how they could 
improve. 

Sometimes teachers make quite specific com- 
ments about a student’s creations, referring to par- 
ticular qualities that need work, for example, and 
suggesting how the student might improve the 
work. At other times teachers make global com- 
ments about a student’s work, such as “this is work- 
ing well” or “this needs more work.” Global evalu- 
ative comments that were not about a work, such as 
“You are doing a great job in this class,” are not seen 
as Evaluate but rather as Engage and Persist; we 
viewed them as a way of helping the student gain 
confidence and thereby work harder. 

When teachers evaluate, they are typically eval- 
uating something specific, whether the technique, 
the expression, or the observational skill revealed. 
Thus, when a comment aims to teach the student to 
Evaluate, it usually is also teaching another habit as 
well. For example, if a teacher evaluates a student’s 
technique, this is a way to help the student not only 
learn to Evaluate but also to learn Craft. Most of- 
ten, Evaluate is combined with teaching Observe, 
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because as teachers evaluate, they draw students’ 
attention to specific aspects of the work, and hence 
hone students’ observational skills. 

Students learn to value criticism because they 
see that criticism helps them grow. As a senior at 
the Boston Arts Academy told us, “When I was 
younger, I wanted to hear people tell me, ‘Oh you're 
doing so good. That’s so beautiful.’ And now I just 
want to grow. So by just hearing the good things, 
you don’t grow” (see Figure 10.2). A freshman 
shows us that already in his first year at Walnut 
Hill, he has become able to evaluate his own work 
critically. Looking at some work done early in the 
year, he tells us, 


I don’t think these are particularly well drawn. 
Because when I did it . . . I’d draw the head 
and finish it and then move on down the neck 
and into the arm. Draw everything piece by 
piece instead of drawing the whole figure 
which is what I gradually learned to do (see 
Figure 10.3). 


Near the beginning of the school year at the Bos- 
ton Arts Academy, the new 9th-grade students in 
Kathleen Marsh’s class have been working on a se- 
ries of four self-portraits in colored pencil (see also 
Example 5.2). Kathleen begins today’s class with 
a critique followed by a Students-at-Work session 
(see Figure 10.4). We briefly describe the critique 
and several Students-at-Work interactions to show 
examples of comments likely to help students learn 
to Evaluate. 


Figure 10.2. A Senior at the Boston Arts Academy 
Describes How This Reclining Pastel Figure Shows 
That He Has Learned to Learn from Critique 
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Figure 10.3. Late in the 9th Grade, a Student at 
Walnut Hill Reflects on How He Used to Draw 
Figures “Piece by Piece Instead of Drawing the 
Whole Figure” 





DRAWING VALUES IN COLOR: SELF-PORTRAIT 
IN COLORED PENCIL PROJECT (Exampce 10.3) 


Kathleen asks students to put up their partially 
completed drawings for all to see. Then she asks 
students, one at a time, to select a peer’s drawing 
and describe it using some of the vocabulary terms 
listed on the board. Students were then encouraged 
to Evaluate the work in process by thinking about 
choices they had made and Envisioning changes 
that they could make to their own drawings. Kath- 
leen said that she placed the Critique at the start of 
class so that she could redefine the goals of the self- 
portrait assignment through this low-stakes evalu- 
ation. She wanted students to focus their attention 
on value and composition. To support this shift in 
focus, she highlighted student work that showed 
good use of value, and she asked students to think 
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Figure 10.4. Reflect: Evaluate—Kathleen Marsh’s 9th-Graders Follow a Critique with a Students-at-Work 
Session 


A. Kathleen Marsh 
shows proportions 

of a human face by 
using her own face as 
an example 








B. Kathleen guides a 
student to evaluate 
his own work 


C. Kathleen talks 
with a student about 
how his drawing 
can control where a 
viewer looks 


| 
| 


D. Kathleen explains 
how she is evaluating 
a student’s drawing 
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more about background (to develop Express) and 
the placement of the face on the page (to Develop 
Craft in the techniques of composition). 


Critique 


Kathleen initiates the Critique with a remind- 
er to use this chance to practice vocabulary to ar- 
ticulate positive evaluations of each other’s draft 
work: 


I’d like a few people to pick out the vocabulary 
words—and here they are listed on the board— 
that you see evident in your classmates’ draw- 
ings.... You guys have really done an excellent 
job. And I’d like you to describe what it is that 
is excellent about these pictures. Pick one image 
and describe what you think is skilled or excel- 
lent about it, and use some of the vocabulary 
words in describing it. 


A student begins, “OK, I like the outline there 
and . . .” When the student hesitates, Kathleen 
asks, “Can you walk up and point to it?” With this 
prompting the student points to a drawing and ex- 
plains more: “Because it has a lot of value. Because 
on the right side it goes from dark to light and you 
can see different colors on the dark side. And on the 
light you can see just light. Like a little yellow and 
that’s probably it.” 

Kathleen reinforces the student and turns to the 
student whose drawing is being discussed for self- 
evaluation. “I’d like to hear what you have to say 
about this. Apparently what you’re doing is you’re 
building up layers of color.” The student responds. 
“Yeah, but I only did it on one side. I was going to 
get started on the second one.” In what follows, 
Kathleen prompts the student to evaluate possible 
next steps in using color and value. 


Kathleen: OK. So what else are you going to do 
today? What are your other plans for this piece? 

Student: I’m going to make it look like real flesh, 
like flesh color. 

Kathleen: OK, and . . . [She waits for him to finish her 
sentence. | 

Student: And I’m going to leave it that light on one 
side. 

Kathleen: OK, and what are some of the other colors 
that you’re planning to use to create your skin 
tone? 

Student: I was using like the yellow and light 


brown and peach and pink. I’m trying to get it 
to look like real flesh. 

Kathleen: OK, can I make three suggestions? 

Student: Uh huh. 

Kathleen: Yellow, red, and a tiny bit of blue. 

Student: Blue? 

Kathleen: Yeah. 

Student: OK. 

Kathleen: Why would I say blue? 

Student: Because it’s a cool color. You want to mix 
two warm colors and a cool color. 

Kathleen: It’s a cool color. Blue is the color of your 
veins [pointing to the veins in her face]. And there 
is some of that in the transparency of your skin. 
A tiny bit. And also what makes brown? And I 
actually said this to a bunch of you on Monday. 
What are the colors that make brown? 

Student: Red, yellow ... 

[Kathleen calls on another student. | 

Student: Red, yellow, and blue. 

Kathleen: Red, yellow, and blue. All the primaries 
make brown. 


Having evaluated the need for mixing primaries 
to achieve flesh tones, Kathleen sets upon demon- 
strating the need to create different colors of brown 
because of the variety of flesh tones. Kathleen has 
all the students extend an arm into the middle of the 
table and observe their skin. 

Students then move to discussing color in an- 
other student’s work. When a student points to a 
self-portrait that he really likes, Kathleen probes for 
more explanation of that judgment. “OK, what is it 
about this that you really like?” 


Student 1: Opposite. It’s like the whole different 
contrast of the white and the brown is just there, 
you know. 

Student 2 [the student whose work is being 
discussed]: It works out smoothly. 

Kathleen: OK, but are you finished? How much 
white do you plan on leaving in your drawing? 

Student 2: Umm, not much. Only the eye and some 
of the light . . . are coming from the other side. 
Like where the white is now is where the light 
source is coming from, but it’s not done. 


Often evaluation requires metaphorical thinking, 
as shown by the next student to speak who says, “I 
don’t think he finished it, but I still think it looks 
really cool. It’s all . . . it looks like you’re standing 
there and all of a sudden a big flash of light comes 
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and just brightens everything.” Kathleen responds 
that this is a good perception and another student 
adds, “I thought of nuclear war.” 

A student teacher who has been with Kathleen 
all term joins the discussion. 


Student Teacher: How many different colors did you 
use on the part that you actually finished? 

Student 2: About like seven or eight. 

Student Teacher: What were those colors? 

Student 2: Yellow, purple, blue, brown like some 
brown orange, and a goldish color. Orange and 
a pink, like a pink. Or a mustard or something. 

Student Teacher: So you use a lot of colors that you 
don’t actually end up seeing as isolated colors 
within his face. But they all lead up to the 
illusion of the three-dimensionality of his face 
[pointing to the portrait]. 


Kathleen offers further information to enhance 
students’ abilities to articulate their evaluative ob- 
servations about the challenges of using the color 
wheel: 


All of you guys are taking very different 
approaches to the use of color. [Student 2] has 
decided to make his colors really intense and 
keep that intensity throughout his drawing. 
And we’ve discussed how that might become 
problematic, because you're really working 
with that saturated color and you’re going to 
continue to do that. Right? So I think you’re 
figuring stuff out about color. Right? Because 
normally I would say start with thin layers and 
build up. But he’s sort of layering as he goes. 
And that can be dangerous because you may 
run into problems that you aren’t able to fix 
later. But you're figuring it out. 


Students-at-Work 


After the Critique, students work on their own 
portraits as Kathleen consults with individuals. To 
foster the habit of self-evaluation, her evaluative 
comments mix praise with advice for how a student 
might proceed: 


e Look at the subtle changes in skin color. Kathleen 
praises a particular part of a student’s drawing 
and draws the student’s attention to a place 
where he has shown the subtle change of 
skin color when seen through glasses. “Nice 


contrast in your skin between what's behind 
your glasses and what’s on your actual skin. 
Remember we talked about that? How the 
glasses change the color of the skin behind 
them? You did a really nice job with that.” 

e Decide if your composition is accurate. Kathleen 
helps a student see that the viewer does 
not know where to focus because of his 
composition. 


This still isn’t touching any side of this 
page. You’ve got a floating head there. You 
need to at least connect this to the bottom 
and somehow figure out how to connect 
[the] drawing to [the] sides of the page. 
Why would I ask you to do that? . . . It 
makes that a bigger scale, but why is that 
important in terms of composition? 


Kathleen points to parts of the drawing as she 
continues. “I am your viewer right now, so I am 
looking at your drawing and you want to be 
able to control where I look. . . . So your glasses 
really help and draw me into your face. But you 
need to figure out ways to lead me around your 
page.” 

e Compare your drawing with your face. Kathleen 
asks a student to see how his drawing does not 
capture the way her face is actually built. “My 
sense is the light is not hitting you exactly in 
half like that.” As she talks, Kathleen gestures to 
her own face to demonstrate relationships. 


Look at yourself. Generally speaking, your 
earlobes meet the bottom of your nose. So 

I think your ears need to be maybe a little 
bigger... and that will inform where the 
bottom of your nose is. And that will tell 
you where your lips will be. . . . Also look at 
the line of your lips. It’s much curvier than 
what you have here, OK? Close your lips 
and look in the mirror. 


This comment from Kathleen also prompted the 
student to Observe. 
Kathleen Reflects 


Kathleen believes that her 9th-grade students are 
not yet ready for a full-blown critique. 


I think it takes time to work up to that point. 
... So we're not there yet in the 9th grade. Just 
to get everyone [to] talk in an orderly fashion 
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and listen to each other talk. That’s where we 
are. We’re not there yet, the full-blown critique 
yet. 


Kathleen used to consider effort as part of the 
grade, but she now believes that grading for effort 
does not show students where they need to im- 
prove. “It’s not fair to them, because it’s not giving 
them a really clear picture of what specifically they 
need to be working on.” So Critique helps students 
learn about the qualities of work that matter. They 
are a kind of formative assessment. 

Critiques also provide students with the vo- 
cabulary they need to talk about their work. She 
described many of her students as “intuitive art- 
makers.” “They do what they feel without much 
vocabulary attached to it. So we give them this vo- 
cabulary that begins to really describe what they’re 
doing.” This helps students set clearer goals and 
also provides a basis for conversations between 
teacher and student. 

Kathleen said that reflecting on one’s portfolio 
and exhibiting work are two other ways students 
learn the habit of Evaluating. By keeping a portfolio 
and reflecting on it, students can see and articulate 
how they’ve grown, both of which help structure a 
student’s thinking. She believes that exhibiting one’s 


work is like a formal extension of an informal class 
critique. 


Assessment happens on many, many levels, and 
of course in the older grades, I really believe 
that exhibition is a really key assessment tool, 
because I think in the act of sharing a work, 

and showing your work, you begin to—it’s like 
releasing your baby. Once you release it, then 

it really becomes a separate entity. And that’s 
when I think we really begin to look at the work 
and begin to grow. 


When students graduate from the Boston Arts 
Academy, they must exhibit their work formally 
and talk about their work to a panel of outside ex- 
perts. They must talk about their goals, their work- 
ing process, their strengths, and their weaknesses, 
and they must answer questions. Students reported 
the value of this, saying, for example, “My perspec- 
tive changed after my review because I was treated 
not as a child artist, but more as a young adult with 
artistic abilities.” In short, when students are asked 
to reflect about themselves, they see themselves be- 
ing taken seriously; they see their own interpreta- 
tions valued and thus they gain confidence in their 
abilities to think about themselves as artists. 


ELEVEN 


Learning to Stretch and Explore 


BEYOND THE FAMILIAR 


| hope to teach the kids how to think differently. 
—Mickey Telemaque 


You ask kids to play, and then in one-on-one con- 
versation you name what they've stumbled on. 
—Beth Balliro 


implicitly and explicitly, to try new things and 

thereby extend beyond what they have done be- 
fore—to explore and take risks, to be creative. When 
teachers encourage students to Stretch and Explore, 
they do not tell students exactly what to do. Instead, 
through the level of challenge in the tasks teachers 
set for students and through the responses teachers 
make as students work on those tasks, they urge stu- 
dents to experiment, to discover what happens, to 
play around, and to try out alternatives. “See what 
would happen if .. .” “How else could you have 
done this?” “Don’t worry about mistakes, just be 
brave .. .” These were all refrains that were meant 
to teach students to Stretch and Explore. Students 
learned that mistakes are opportunities—they can 
lead to new directions, and they can be diagnostic 
sources from which to learn. 

In what follows, we describe two ceramic sculp- 
ture classes that show how students are taught to 
Stretch and Explore. Both teachers encourage stu- 
dents to reach beyond what they can already do and 
to play with alternative directions and possibilities. 


I: the visual arts studio, students are asked, 


INTRODUCING THE MEDIUM: 


SKETCHING IN CLAY (Exampce | 1.1) 


At the Boston Arts Academy, Beth Balliro begins 
her ceramic sculpture unit for 9th-graders in the first 
class of the semester by having students “sketch in 
clay.” Many of the students have never touched clay 
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before. Now they must play a “game” in which they 
mold creatures out of clay and then destroy them. 
The end product is not important; only the process 
matters. The goal of the first part of the class is to 
get students used to digging their hands into clay. 
By working quickly and then smashing what they 
have made, students lose their inhibitions and learn 
to experiment—to sketch in clay—rather than cre- 
ate a perfect finished clay product. After the game, 
students work on a final creature that they will glaze 
and fire, so they experience quickly the entire pro- 
cess of wet clay to fired piece. 

Students work in groups, sitting around small ta- 
bles. Achunk of clay sits on each table, and Beth starts 
the game by telling one student to pick up some clay 
at his table and make “a creature that flies.” After a 
minute, Beth stops him, holds up his creature, and 
says that he has made a creature that gives a sense 
of a creature that flies. Then she asks him to smash 
it. To the class she says, “The first thing I want you 
to get at is how to work quickly. The second thing, 
which is maybe even more fun, is destroying it.” 

Next, Beth asks one person at each table to pick up 
the clay and quickly make “a creature that slithers.” 
After a few minutes, Beth tells each maker to smash 
what has been made and pass the clay to the next 
person, who will then make a “ferocious” creature. 
The process is repeated again when the next student 
at each table is asked to create a “gentle” creature. As 
they work, Beth moves from group to group, com- 
menting on how each is doing. She tells them it is 
hard to just “dive in” to the clay and “smush things 
around.” She adds, “Some of you guys might have 
trouble doing that. Especially some of you that like 
really clean lines and perhaps like to draw with pen- 
cils. Sometimes it’s a really different thing to work 
with clay. So I want to commend you for all diving 
in. That’s why we did that.” 
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Students are learning to be messy and experi- 
mental—learning that this kind of mucking around 
is an important part of the artistic process. After the 
game, they each begin to work on their own imagi- 
nary creature that will be kept, fired, and glazed. 

While Beth moves among students as they work, 
she finds ways to encourage them to keep working 
experimentally. “You might say, ‘Here’s a pencil, 
and I’m going to use the back of the pencil and roll 
it across the clay, and I’m going to experiment.” The 
following are other examples of comments meant to 
help students learn to Stretch and Explore: 


e Don’t worry about how the piece will end up. Beth 
encourages a group of students to play freely 
without concern about how their pieces end up 
looking. She says that she wants them to have 
something in mind, “and then I want you to 
play and play and play.” 

e Experiment with expression through texture. Beth 
encourages a student to “think about what kind 
of texture it might be. Is it a furry part or is it 
sharp and shiny like a beetle?” She suggests 
that he can explore ways to create texture and 
should remember the finger marks another 
student used in her piece. 

e Experiment with tools. Beth offers ideas of tools 
a student might use to experiment: “There’s 
a couple of screws and things on the window 
sill over there and they make really good tools, 
sometimes, things that aren’t really tools. You 
might play around with that, too.” 

e Discover new techniques through play. Later, Beth 
will teach specific techniques, but right now she 
wants students to discover techniques on their 
own, through play. Such experiences reinforce 
an understanding that techniques are solutions 
others have come up with for problems they 
have encountered. Students learn that when 
they have a problem, they can use techniques 
others have created, or can invent a technique 
to solve it themselves. To a student struggling to 
stick clay together, Beth says, “There are specific 
ways to do it, but I want you guys to play 
around in this first project. Just go with that and 
see what happens and maybe you'll learn a new 
technique with doing that.” 


Beth Reflects 


Beth talked to us about this class and about teach- 
ing students the habit of Stretch and Explore. Taking 


risks is an important part of growing as an artist, 
which Beth says she is constantly trying to reinforce 
in her students. Her students “need to be able to risk 
what they're already good at” and not be trapped 
by the “safety net of style.” Beth also talked about 
her own growth as an artist and the importance of 
stretching beyond her comfort zone. 


When I’m really working hard and doing good 
work, it’s not fun at all. I hate it, and that’s how 
I grow as an artist. I struggle through it, and I 
feel out of my comfort zone, and I’m exhausted, 
my arms hurt, and that means that I’m working 
hard, and that I’m growing as an artist. 


One of Beth’s articulated goals for the Sketching 
in Clay class was for students to lose their inhibi- 
tions about working with the medium of clay and 
about being “precious” regarding their work. She 
wanted students to free themselves of the goal of 
trying to make everything perfect and smooth. She 
had them smash their first pieces so they learned to 
let go, a strategy she has also tried with painting. 
When asked why she did not teach students about 
hollowing out their forms so they were not too thick 
to be fired, Beth told us that this was just one more 
constraint she wanted them at first to be free of. 

As much as she can, Beth wants students to learn 
from the materials rather than through explicit 
instructions. 


If Ihad more time, I would have them learn 
entirely from the materials. And let them learn, 
and then fail, and then have things, you know, 
break and explode and all that, and then they’d 
learn that way. 


Capitalizing on mistakes, she says, is a major con- 
sideration in ceramics. 


It’s not all about perfection and dominating 

a natural material, but it’s letting the natural 
material do what it will. So if something cracks, 
if somebody has a piece that cracks, I don’t want 
them to freak out and think it’s broken. If you 
have a crack, well, let’s fill it with gold. And let’s 
make that what the piece is about. 


When students are playing, Beth believes they 
are more able to take suggestions and criticisms 
than when they are working on a piece that must be 
finished in final form. She told the story of a student 
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who had a “white page issue” and how “it’s easier 
for him to address it, deal with it in kind of a low- 
risk painting, which was a play painting, than in a 
highly refined major project.” She added, “I think 
my hope is when they play around, stuff will come 
to the surface and then we can address issues in a 
less tense way.” Beth also reflected more generally 
on how students at the Boston Arts Academy are not 
allowed to learn passively: “This is not just going to 
school. You can’t just follow these rote things that 
other schools may have asked you to do. You have 
to really step outside your comfort zone and push 
yourself in all kinds of areas.” 


BUILDING Form: 
REPEATING UNITS PROJECT (Exampce 11.2) 

For Jason Green’s third ceramics project in the 
second semester of his mixed-age (grades 9-12) in- 
troductory ceramics course at Walnut Hill, students 
learn to plan in a responsive or “improvisational” 
way, by creating a unit and then repeating that unit 
to build a larger form. Students are learning to adopt 
the attitude of “what would happen if . . . ?” They 
cannot know what the end product will be like from 
the initial unit. They discover as they go. 

In their first two projects, Jason’s students 
learned traditional methods of hand-building—coil 
and slab. Today they learn a method of building 
based on repeating units, a method that is common 
in nature and often used in clay, as when walls of 
clay bricks or roofs of clay tiles are built. They are to 
create a unit and then repeat that unit over and over 
to build a larger form. He talks to them about dif- 
ferent kinds of units and explains how the way that 
the units are put together determines the form of the 
resulting sculpture (see Figure 11.1). 


Demonstration—Lecture 


Jason encourages students to begin by playing 
around with different kinds of units. “I want you 
to experiment,” he says. He discusses examples of 
forms from nature that are built up out of repeating 
units—a wasp’s nest, a pine cone. He shows a small 
wall of bricks, and a sculpture comprised of stacks 
of the same cast bottle, layered over and over. The 
task for today’s class is to create small experimental 
models trying out various units and exploring ways 
of joining these units into a whole. 

Students are asked to decide how units will be 
joined. Jason tells them to consider whether they 


are “going to be piled or stacked or are they going 
to be compressed together or glued together.” Stu- 
dents are told to play with showing how the units 
are stuck together to reveal rather than conceal the 
building process. “You want to think about show- 
ing, if you stack things together, if you stack coils 
together, and assemble them; when you score, leave 
the connection and don’t smooth things over.” Jason 
refers to this kind of experimentation as “thinking 
with the clay.” Here are some examples of how Ja- 
son helps students learn to Stretch and Explore as 
they think with the clay: 


e Experiment with a range of different forms. Jason 
stops to talk with a group of students. When one 
tells him her plan, Jason tells her, “Rather than 
just starting, I want you to experiment with some 
different types of units. Some might be very 
geometric, some you might just grab and shape 
in your hand quickly.” Jason suggests to another 
student in the group that she go even further and 
build using “dramatically different units.” 

e Experiment with techniques for making and joining 
units. Later, Jason returns to both students to 
talk further about different ways they could 
work with building from their units. To one, 
he suggests she might build something large 
by connecting together the pieces she has built 
already. Jason tells the other that he can tell her 
unit was made with the slab roller and suggests, 
“Think of touching the clay ina way you 
haven't touched it before. Is there a way you 
can make a unit just from your hand or from 
another tool that’s not a ceramic tool?” 

e Think conditionally and experiment with what 
the clay can do. Jason uses conditional, “what 
if” language to urge a student to think of 
possibilities for building a unit based on a wing. 
He asks, “What if you just tried flattening pieces 
of clay and building a wing out of this?” “What 
happens if you start alternating and building 
the sculpture up this way?” He also asks a 
student to make clay do unusual things: “Think 
about Jackson Pollack, because his painting was 
a result of his process. He would drip the paint 
in a certain way. How could you drip clay?” 

e Invent some different tools. Jason tells a student 
to experiment with tools, including invented 
tools: “I want you to also do some more 
experimentation before the end of the day and 
make some things with your hands and with 
other tools that aren’t ceramic tools.” 
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Figure | 1.1. Stretch and Explore—Jason Green Asks Students to Consider “What Would Happen If ...?” in His 
Unit Sculpture Assignment 
















A. A student consults 
with Jason Green 
about the units she 
has created from 
which to make a 
sculpture 


B. Jason encourages a 
student to play with 
her idea of “wings” 
for her unit sculpture 


C. Jason tells a 
student that he wants 
her to experiment 





D. Jason 
demonstrates 
combining natural 
forms such as wasp’s 
nests and pine cones 
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e Take advantage of accidents and let things just 
happen. “You are actually building a sculpture 
over there but didn’t know it,” Jason says as he 
points to a small pile of similar pieces of clay. 
He tells the student this is because they have a 
certain similarity and suggests maybe she try to 
see what she could build from them. He adds, 
“Those are interesting units because you weren't 
thinking about them too much when you made 
them.” 

e Experiment with different versions. Jason talks 
further with the student who originally based 
her unit on a wing and explains why he is 
urging her to think about several versions of the 
same idea. 


I want to put you through different ways 
to think of getting at the same idea. So if it 
seems like I don’t like what you’re doing, I 
like everything you do, I just want you to 
sometimes do different things so you can 
learn some more and see different ways of 
using the clay. 


Jason explained to us that one of his goals for this 
class was to get students to explore ways to act on 
the material of clay: “I want them to research the ma- 
terial more than their idea of what their sculpture is 
going to be in the end, which is tough for them be- 
cause I’m setting them down this road and they re- 
ally have no idea what they’re going to be making.” 


Jason and Students Reflect 


Jason further explained why he wanted a partic- 
ular student to think about the unit and not the final 
product: “The final product will emerge. Thinking 
about what the end result was going to be limits 
her.” He added, “I’m really trying to get them to 
stretch and push the material and themselves, and 
take some risks and do some things that they might 
not normally do.” 

Jason also talked about his own habit of stretch- 
ing and exploring as an artist: “That’s what I do. I 
try to continue to ask questions, and because of 
that, my own processes are continually changing. I 
don’t make the same things over and over and over 
again.” A freshman at Walnut Hill said the same 
thing to us: 


If you know what you're good at and you just 
repeat that over and over again, you’re never 


going to get anywhere . . . you’re just stuck 
doing the same thing over and over again 
because you know you can. And that’s taking 
the easy way out. And you’re not really going to 
go really far with that, I don’t think. 


A senior at Walnut Hill identified the habit of go- 
ing beyond the given assignment as central to what 
she learned in high school: “I think the most impor- 
tant thing I’ve learned is thinking outside the box. 
Coming up with interesting solutions to interesting 
problems.” She told us about how, in response to a 
multimedia assignment in her junior year that asked 
her to make a book, she explored different ways of 
conceiving of books. “I didn’t want to make just any 
old regular book, so I started thinking of different 
structures that kind of had pages or had covers.” 
She ended up creating an Asian-inspired fan with 
the different segments representing pages of a book 
(see Figure 11.2). 


Stretching and Exploring is at the heart of the creative 
process. It is of the essence in open-ended activities 
with no clear right and wrong answers. Teachers of 
all subject areas typically hope their students will 
learn to think not only critically, but creatively. But it 
is in the art studio where creativity is stressed most 
explicitly. We believe that the emphasis on mucking 
around, trying out new things, and embracing mis- 
takes as opportunities and for diagnosis are ways 
that art teachers foster creativity. Whether this stance 
in the art studio generalizes to academic classrooms, 
or even to life outside of school, is a question worthy 
of investigation. 


Figure | 1.2.A Junior at Walnut Hill Pushed the 
Form of Her “Book” 
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—Beth Balliro 
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circles. What students study must be relevant 

to their lives—otherwise they will not become 
engaged. One way to make visual arts learning rel- 
evant is to connect what is being learned to its artistic 
contexts throughout art history and contemporary 
practice. Students need to see how what they learn in 
school connects to what people do outside of school. 
Just as students in mathematics class need to see the 
relevance of math in daily life and to understand how 
math is used in the real world, so also do students in 
the visual arts studio need to connect what they learn 
in art class to what practicing artists do, and to what 
the art world is like, now and in the past. 

Students in the visual arts classes we studied 
learn about art history, the practicing art world to- 
day, and their own relationship to today’s art world. 
They also learn to see art-making as a social and 
communicative activity. We call all of this learning 
to Understand the Art World, and break this Studio 


R elevance is a word often used in educational 
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Habit of Mind into two components, Domain and 
Communities (or Field). 


TEACHING STUDENTS 
TO UNDERSTAND THE DOMAIN OF ART 


Students are taught about the domain of art (works 
of art, both contemporary and historical). While art 
history is not taught in a systematic fashion in stu- 
dio arts classes, teachers often ask students to look 
at works or reproductions of works of art that relate 
in some way to the project in which the students are 
engaged. Students are taught about their own rela- 
tionship to the domain of art, considering the simi- 
larities between the problems explored in their own 
works and those explored by established artists. 

Students often talked about how their own art- 
making grew from looking at how other artists had 
solved problems. One of Jason Green’s students 
tried to imagine the process behind artists’ work 
so she could connect it to her own work: “When 
I see the other sculptures, I imagine about them, 
their process—how did the artist make this? How 
did they work? I imagine about the process. When I 
think about that, I can get ideas.” 

We first present examples that teach about the 
domain of art (artworks) and help students see the 
relationship between their own works and those 
made by professional artists. In these examples, stu- 
dents come to see that they are working on visual 
problems similar to those that artists are dealing 
with now and/or have dealt with throughout the 
centuries. They also come to see how they can learn 
from and be inspired by these artists. 
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CONSIDERING REPRESENTATIONS: FIGURES IN 
EVOCATIVE SPACE PROJECT (ExamPLe 12.1) 


Recall Jim Woodside’s drawing project, Figures in 
Evocative Space, described in Example 8.1, in which 
he sets up a “scene” with two models, far apart from 
each other, just “hanging out.” He emphasizes that 
“these two people are elements in a play here, ele- 
ments in a drama.” He wants students to use draw- 
ing to express a dramatic relationship. 

To illustrate his point, Jim provides models of 
artists expressing relationships evocatively in paint- 
ings by Edward Hopper and Richard Deibenkorn: 


This is a very famous painting done by Edward 
Hopper called Nighthawks, done in 1942. OK, 
now, if you can see it, what’s the sort of feeling 
you get from this, what’s the emotional content? 
[Students suggest quiet, late, drowsy.] Quiet, 
late, drowsy, how is that implied? It’s a very 
quiet painting, that’s a really, a really perceptive 
remark. And I really like that you said that, 
‘cause what you’re starting to do is describing it 
not just in paint terms. It’s a very quiet painting, 
it’s late at night, the figures are small in relation 
to the space, the way that they’re relating to 
each other, they’re all sort of, if you look closely 
there, I know this is just a little picture here, but 
if you look closely they’re all sort of in their own 
worlds. ... He thought very carefully about the 
relationship between the figures and how that 
was going to be implied. 

This is by a painter called Richard 
Deibenkorn . .. and while this painting is not as 
emotional as the Hopper Nighthawks painting, 
it is very much about how figures relate in a 
larger space. You can see the artist working in 
his studio, and this is maybe the model. It’s a 
very standard scene, a very ordinary scene. The 
figures themselves are not really individual, are 
they? They’re just elements there, just sort of 
props in an overall drama. 


Jim has shown the students the Hopper and De- 
ibenkorn paintings to inform their thinking about 
the current drawing challenge he has posed to them. 
He explains, “So this is the kind of . . . thinking I 
think will be helpful if you need to have an image in 
mind as you begin something like this.” During the 
Critique following the assignment, students discuss 
how they expressed emotions similar to those in the 
Deibenkorn and Hopper works. 


Jim Reflects 


After the class, Jim spoke with us about how the 
image helped the students appreciate the challenge 
of the assignment, how he hopes students will move 
beyond “academic” art to expressive art, and how 
such paintings can help students understand what 
he is getting at: 


When they look at [the Hopper] they don’t think 
... “look at the figures,” they think... “it’s a 

late mysterious night.”. .. And there’s figures in 
there and they don’t seem to be talking to each 
other and they can all understand immediately, 
even though it’s a very dated image, they can 
understand that idea of hanging out late at night. 


DRAWING INSPIRATION FROM IMAGES: 
AFRICAN POTTERY PROJECT (Exampce | 2.2) 

Students working on Beth Balliro’s African Pot- 
tery project near the beginning of their second-term 
9th-grade class at the Boston Arts Academy are mak- 
ing a textured clay surface inspired by the patterning 
in African pottery (see also Example 4.1). They be- 
gin by looking at ceramics from three areas of Africa. 
Beth explains that this will give them some context 
within which to consider what they are about to start 
making. She focuses students’ attention on packets 
of images she has distributed that illustrate varieties 
of African pottery. She asks them to notice the pat- 
terning and select three designs that they like. To get 
the students to think more deeply about patterns, 
she also asks them to make sketches of the patterns 
they see around their house. The goal of the project 
in class today is to begin to make three coil vessels, 
each of which has elements from the pottery of the 
three regions of Africa that they have studied, both 
here and in their humanities class. The challenge is to 
make the form and the pattern match. 

The students also learn about John Biggers, an 
African American artist who studied the art of vari- 
ous African cultures. Students look at his drawings, 
as well as at images of pottery from Africa. Beth ex- 
plains that she has chosen Biggers because he’s an 
artist whose work was inspired by African art, as 
theirs will be. 


Beth Reflects 


After the class, Beth explained to us that she want- 
ed her students to learn to respect another culture’s 
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art as John Biggers did. She hopes that her students 
will be inspired by this and will go on to research the 
art of another culture on their own. She also hopes to 
get her students to understand that art can be func- 
tional and does not just need to hang on museum 
walls; again, Biggers exemplifies this understanding. 
“I want them to think about art in everyday life and 
how they can actually make things to use and have 
them be artful and share them with people.” 


DESIGN INSPIRED BY OBJECTS: 


CERAMIC SETS PROJECT (Exampce 12.3) 


The final project of the term in Jason Green’s be- 
ginning ceramics course at Walnut Hill is to make a 
ceramic set, a group of objects that work together, 
and that includes one pouring vessel, such as a tea 
set (see also Example 13.2). Before they begin, Jason 
shows them a wide variety of “sets” made by ce- 
ramicists, objects that he has brought to class for the 
students to study and touch. He holds up specific 
objects and talks about how they were made. He 
explains how a glaze was applied. He holds up a 
ewer and explains what it is. He holds up some jars, 
pointing out how they were crafted: 


Look at how these handles are made. These 
are pulled . . . to give this sort of elegant curve. 
This spout and this spout are made from slabs, 
flat pieces of clay, see, and they’re joined right 
here [pointing to the joint]. You can look at these 
different types of lids and how they work. This 
is a special locking lid [removing the lid from 

the pot and reinserting it]. That’s a nice handle 
[pointing to the handle], huh? 


Jason also points out that some of the objects 
have designs stamped onto them. “These are put 
in with stamps [motioning to impressed designs in the 
teapot], so if you wanted to try stamping, we have 
pieces of, lots of pieces of scrap wood or pieces of 
plaster. You can use anything as a stamp.” Jason 
points out how some of the pieces are made using 
techniques the students have already learned. “This 
is made using that wax resist like I showed you and 
just taking a very small brush and putting the glaze 
where I want it.” 

As he holds a free-form pitcher, Jason compares 
it with Jackson Pollack and abstract expressionism: 
“This is abstract expressionist, using the clay very 
quickly, then using lots of slips, very quickly drip- 
ping slips.” Jason holds up another object, explain- 


ing that it was a sculpture made on the wheel. “Just 
a sculpture with this hole as the aperture where 
light is supposed to shine through and then hit 
the table.” And about another object by the same 
artist, “The bottom is added on and this is just an 
oval thing, but you can see how this easily could be 
some sort of pot.” Jason is trying to stretch his stu- 
dents’ conceptions of the possibilities of ceramics 
(also nurturing the disposition to Envision). They 
have moved a far distance from ceramics as ash 
trays! 

After studying the actual objects, students are 
directed to look at books and postcards and imag- 
es on the computer (including images of ceramics 
from the Sung Dynasty in China) for further ideas. 
“T want you to think about just the different vari- 
eties of form and different approaches to touching 
the clay.” Like the students in Beth’s African Pottery 
class, Jason has his students draw their inspiration 
here from the art of a distant culture. Such explo- 
ration extends students’ imaginations through con- 
nections to the ongoing conversation conducted in 
the world of practicing artists. 


Jason Reflects 


After class, Jason spoke to us about how he be- 
lieved that looking at works by ceramicists can open 
up students’ minds to new possibilities. He wanted 
them to see many options. He particularly wanted 
them to see subtle variations in form and to relate 
form to function. He believes that this kind of look- 
ing will encourage students to try new ways of 
working with clay: 


I brought in some historical stuff for them 

to look at . . . some of them have seen some 
historical ceramics. . . . It’s just to show them 
these slight variations in forms and how they 
might relate to how the object is used. And 

just again in many ways trying to open up... 
their minds to all the different possibilities and 
variations that are available to them... . I want 
them to... be able to investigate ... new ways 
of working and touching the clay. So I think it’s 
good . . . for me to bring in examples that they 
can look at visually and also things that they 
can touch, and you know, learn as much as they 
can from that and observe as much as they can. 
. . . That’s one thing I think I’m trying to also 
show them is there’s such a huge variety of 
vocabulary available to them. 
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STRUCTURING A WHOLE CLass To Focus 


ON Domain: Cusism PROJECT (Exampce 12.4) 


After presenting the examples above, we want to 
describe one class in depth to show how learning 
to understand the domain of the art world (or art- 
works) can become a thread through the three struc- 
tures of Demonstration—Lecture, Students-at-Work, 
and Critique. For Jim Woodside’s Cubism Project at 
Walnut Hill, students examine cubist paintings be- 
fore and during their efforts to make a drawing in a 
cubist style. 


Demonstration—Lecture to Present the Project 


Late in the spring term of his year-long draw- 
ing course, Jim introduces students to cubism and 
has them make drawings based on what they have 
learned and seen. Jim shows a cubist painting by 
Picasso and explains that this is in the style of “ana- 
lytical cubism.” “It’s the first kind of cubism,” Jim 
says. 


Literally invented by Braque and Picasso to- 
gether. OK? They literally made it up around 
the first decade of the twentieth century—1907, 
1906, around that time period. Now I’m going to 
give you a really quick lesson on this, and then 
we're going to start and you’re going to do your 
own cubist drawings. 


Jim holds up a reproduction of a painting by Dela- 
croix to show the contrast case—a painting that is 
not cubist. What differentiates it from a cubist paint- 
ing, Jim explains, is that it has depth. The surface is 
two-dimensional, but the artist created an illusion 
of the third dimension. For the cubists, the illusion 
of depth was “a lie” and so they rejected it. Instead, 
they wanted to show what was real. “What’s real 
is this piece of paper, the flatness of it. So in a way, 
they were sick of lying. Now that’s an exaggera- 
tion. Don’t ever tell anybody that that’s why cubism 
started because they were sick of lying. But there’s a 
little bit of truth to it.” 

Jim goes on to explain how cubism differed from 
perspective drawing: 


All art at that point, around say the turn of the 
century, the nineteenth to the twentieth century, 
all art was about depth, perspective. ... You're 
looking into it. You’re looking into a picture. ... 
Cubists come along and here they’re looking at 


their canvas. Here’s their big white canvas [hold- 
ing up large piece of paper], and it’s flat. It’s flat. 
Two dimensions. One, two. How can we draw 

a picture of the world and somehow honor this 
flatness? Make that part of the idea? Make that 
part of the directness, the honestness of it. . . . 
They come up with this idea which ends up 
being called analytical cubism. 


Jim follows this explanation with an example: 


And what they thought was that if I’m going to 
draw [student’s name] sitting there and I want 
to do it on a flat surface, I’m going to somehow 
acknowledge all sides of her. The front, the side, 
the back, and I’m going to put it all on the same 
piece of paper. So in a way, I’m taking the three- 
dimensional world and I’m putting it on a two- 
dimensional surface in a way that makes sense, 
that’s logical and that’s honest . . . it’s important 
to understand why it ended up looking like this. 
It’s not just a style. There was a reason behind it. 


As he holds up several reproductions of cubist 
paintings, Jim asks students to talk about how each 
one “denies depth.” He points out how one of the 
paintings violates perspective: 


You know how I taught you in two-point 
perspective that as things go away, they get 
closer together? Look at this. This artist makes 
them get wider right there. That’s not by 
accident. Why is the artist doing that? To make 
it flat. Why would they want to make it flat? 
Because the paper’s flat and that’s more honest. 
That’s more logical. That’s more contemporary, 
any of those words. But that’s more real. Do you 
understand the idea? It’s pretty deep stuff. It’s 
pretty heavy stuff. 


Jim then shows students Picasso’s revolutionary 
cubist painting, Les Demoiselles d'Avignon, and of- 
fers an explanation. “Picasso is trying to imply all 
sides of the figure, the front and the back at the same 
time.” He shows them a few more cubist works: 


These are what early analytical cubism looked 
like. What does the word analytical imply when 
you hear it? Analyze. It sounds pretty dry, 
doesn’t it? It sounds pretty boring. It sounds 
pretty, like, analytical. And they wanted it to be 
that way. Think about it. Think what I’m saying. 
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the year. 
—Jim Woodside 


The most powerful experiences in art his- 
tory that | have witnessed have been in my 
studio classes, not necessarily in my art history 


classes. 
—Beth Balliro 


There's strength in ideas ...and working 
together toward a common goal. 
—Kathleen Marsh 


circles. What students study must be relevant 

to their lives—otherwise they will not become 
engaged. One way to make visual arts learning rel- 
evant is to connect what is being learned to its artistic 
contexts throughout art history and contemporary 
practice. Students need to see how what they learn in 
school connects to what people do outside of school. 
Just as students in mathematics class need to see the 
relevance of math in daily life and to understand how 
math is used in the real world, so also do students in 
the visual arts studio need to connect what they learn 
in art class to what practicing artists do, and to what 
the art world is like, now and in the past. 

Students in the visual arts classes we studied 
learn about art history, the practicing art world to- 
day, and their own relationship to today’s art world. 
They also learn to see art-making as a social and 
communicative activity. We call all of this learning 
to Understand the Art World, and break this Studio 


R elevance is a word often used in educational 
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Habit of Mind into two components, Domain and 
Communities (or Field). 


TEACHING STUDENTS 
TO UNDERSTAND THE DOMAIN OF ART 


Students are taught about the domain of art (works 
of art, both contemporary and historical). While art 
history is not taught in a systematic fashion in stu- 
dio arts classes, teachers often ask students to look 
at works or reproductions of works of art that relate 
in some way to the project in which the students are 
engaged. Students are taught about their own rela- 
tionship to the domain of art, considering the simi- 
larities between the problems explored in their own 
works and those explored by established artists. 

Students often talked about how their own art- 
making grew from looking at how other artists had 
solved problems. One of Jason Green’s students 
tried to imagine the process behind artists’ work 
so she could connect it to her own work: “When 
I see the other sculptures, I imagine about them, 
their process—how did the artist make this? How 
did they work? I imagine about the process. When I 
think about that, I can get ideas.” 

We first present examples that teach about the 
domain of art (artworks) and help students see the 
relationship between their own works and those 
made by professional artists. In these examples, stu- 
dents come to see that they are working on visual 
problems similar to those that artists are dealing 
with now and/or have dealt with throughout the 
centuries. They also come to see how they can learn 
from and be inspired by these artists. 
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Figure 12.1. Understand the Art World: Domain—jim Woodside Asks Students to Draw in a Cubist Style 



















A. Jim Woodside 
shows students 
Picasso's drawings 
to support their 
learning to draw in 
cubist style 


B. Jim wants students 
to develop a “casual 
relationship” to art in 
the past 


C. Jim explains 

that cubism was 
motivated by 
wanting to depict the 
three-dimensional 
world honestly on 

a two-dimensional 
surface 






D. Jim wants 
his students to 
understand that “art 
doesn’t happen in a 
vacuum” 
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He went on to explain that students should 
learn to use works by professional artists on a regu- 
lar basis: 


Students need to develop a kind of casual 
relationship to art in the past. To just go look 

at books, just flip through them, just get the 
stuff in their head. . . . It doesn’t have to be this 
almost religious event. ... You can flip through 
a book, and read a little bit here or there, browse 
around on the internet, and you... develop a 
relationship with it, just as you would with a 
person. ... To develop a casual relationship is 
also to develop a living relationship. . . . The 
work has purpose for you beyond just historical 
significance. It’s living, and interesting, and 
alive, and maybe you can imitate some of it [and 
make it] part of your work. 


He also explained that students need to recognize 
that one can learn from art without copying. 


It’s really important to understand the difference 
between the copying and learning from, and art 
doesn’t happen in a vacuum, it’s not all . . . magi- 
cally generated from inspiration. [Art] happens 
from work, and it happens from knowledge, and 
it happens from seeing other works. In some 
cases imitating them, borrowing things . . . this is 
what artists of the past have done. 


We asked Jim if he thought students should 
study art history in a separate course. He explained 
that he prefers his method—making connections 
to historical works of art when these works are 
relevant to what the student is working on at the 
time. He added, “I try to get them excited about 
it and draw connections. In my mind, that’s more 
important at this age than an official art history 
class.” Thus, the disposition to Understand the Art 
World is inextricably fused with making. Students, 
Jim believes, gain a deeper understanding of works 
from the past when they see a direct relationship 
between these works, brought right into the art stu- 
dio, and their own efforts. 


TEACHING STUDENTS 
TO UNDERSTAND THE ART COMMUNITY 


Students are taught about the communities of people 
and institutions that shape the art world and how 


they, as autonomous developing artists, relate to its 
various components. Communities refer to what 
Csikszentmihalyi (1990) has called the “field” of 
art—the galleries and museums, and the people who 
guard and open these gates—museum curators, gal- 
lery owners, other artists (including peer students), 
and teachers. Together, these gate-keepers decide 
whose work will be exhibited and immortalized. 
Students are meant to learn about their own rela- 
tionship to this broader art community. They think 
about how they might fit into the art community, 
what they might do after graduation, and what they 
have to do to get there. They learn how to present 
themselves as artists by matting and framing their 
work, making slides, creating a portfolio, hanging 
a show, and applying to art schools. All of these ac- 
tivities are ways in which students are learning to 
become professional artists. Of course, most stu- 
dents in art classes will not go on to become artists. 
But learning to understand the challenge of balanc- 
ing tensions between autonomy and collaboration 
in creating works of art is important for both serious 
and casual students of art. 

The community component of Understand the 
Art World also refers to how students learn to work 
with their peers. When they work on a group proj- 
ect, such as the creation of a library of ceramic molds 
(Example 12.6), or the Egg Drop Project (Example 
12.7), they work in a team. When they work on indi- 
vidual projects, they share tools and materials, they 
help each other by providing suggestions, and they 
learn by looking at each other’s work. In all of these 
ways, students come to see art-making as an activ- 
ity that is not carried out in isolation, but rather one 
that is carried out in the company of, and with the 
help of, one’s peers. As one Walnut Hill senior told 
us, “I think working like this [in the studio] with a 
lot of people and on my own made me be able to 
respect other people a lot more and have a better 
understanding of other people and who they are.” 

In this section we look at an example in which 
students are taught about the communities (or field) 
that shape the art world and their relationship to 
contemporary and historical artists and their prac- 
tices. Finally we describe two classes in which stu- 
dents are learning about community as they collab- 
orate on group projects. 


EXHIBITION: MOUNTING THE SHOw (Examp_e | 2.5) 


Near the end of their last-semester course at 
the Boston Arts Academy, seniors are working on 
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Kathleen Marsh’s Mounting the Show Project and 
preparing their pieces for an end-of-year exhibit in 
the school’s gallery. They have each prepared a writ- 
ten “Artist’s Statement” in which they articulate what 
they are trying to accomplish in their work. In the 
classroom, students are matting their pieces. Down- 
stairs in the gallery, other students are spackling and 
painting the walls. Student curators in the gallery are 
planning how to hang the pieces. Kathleen moves 
back and forth from gallery to classroom. She speaks 
to the student curators, “You’ve already measured the 
gallery, right, curators? And you’ve designated how 
much space each person gets?” She then returns to 
the classroom, exhorting students to get their pieces 
chosen and matted. “I would say you have to put ina 
minimum of four pieces. . . . So as you mat work, you 
need to bring it down to the curatorial team.” 


Kathleen Reflects 


Kathleen believes it is important for students to 
do the work of hanging the show themselves. For 
some students, this is training to be an artist. But for 
all of them, it’s training to understand the end of the 
cycle in which they take their work out of the pri- 
vacy of the studio and into the public, whomever 
their “public” may be. It’s also a way to develop 
important skills—students learn how to curate, pre- 
pare and hang work, measure and fill space, paint 
walls, and consider the many dimensions of creat- 
ing a show that works. 


CREATING A Liprary OF MOLDs: 
Coit SCULPTURE PROJECT (Exampce 12.6) 

For Jason Green’s Coil Sculpture Project in the 
middle of the second semester of his year-long intro- 
ductory ceramics course at Walnut Hill for a mixed- 
grade group of high school students, students cre- 
ate a library of molds to be shared later by all the 
students in the class as they make “skins” for their 
individual ceramic sculptures, an assignment that 
encourages students to share while at the same time 
pursuing their own work. Each student is going to 
make three different kinds of plaster molds. One 
will be a large slab with a texture all over the surface 
(the texture mold). Jason tells the students that “this 
is a very fast way to get a whole bunch of texture. So 
we're going to start building our sculpture using all 
different textured slabs. And we're going to share, 
OK?” Students will also make a sprig mold and a 
stamp mold. A sprig is a small mold that yields a 


piece of clay that can be attached to the surface of a 
sculpture. 

After all the students have made these molds, 
they will then begin to make a textured surface for 
their ceramic sculpture. Making this “skin” will be 
“a very additive process. You’re going to keep add- 
ing to the surface. And it’s going to be lots of differ- 
ent types of textures.” 

To make their ceramic “skin,” students will be 
able to make use of parts of the textured slabs crea- 
ted by other students. “So we're all going to be mak- 
ing a lot of molds. And we're going to have a library 
of molds, so that you can have a sculpture made 
from all different types of textures.” While students 
spend this class period working individually on 
their molds, they know that they are working to cre- 
ate a library of textures to be shared. As they work 
with the plaster molds, students also share batches 
of plaster. 


Jason Reflects 


Jason stressed the importance of collaboration 
when we spoke to him. He thinks it is important for 
students to see how others have solved a problem 
and for them to learn from that solution. Students 
can also learn by eavesdropping: When he works 
with students, Jason responds to the individual, but 
he is aware, too, that other students are listening. 


FOCUSING ON STRENGTH AND Form: 
THE Eco Drop Project (Exampce 12.7) 

It is not difficult to create collaborative projects 
in studio classes, and, indeed, visual artists such as 
muralists, filmmakers, or architects do create work 
collaboratively. However, such collaboration has not 
been the norm in the discipline of visual arts, partic- 
ularly among graphic artists and sculptors. Perhaps 
this explains why we rarely saw team projects and 
more often saw teachers set up ways for students to 
support each other even though they were working 
autonomously. 

Kathleen Marsh’s class described here, the intro- 
duction to the final sculpture unit in the first term 
of the 9th-grade class at the Boston Arts Academy, 
is one of the few examples we saw of a team project. 
She divided the class into teams and gave each the 
same challenge—to create a container that will keep 
an egg from breaking when it is dropped from a ban- 
ister down several flights of stairs. Each team is giv- 
en one piece of foam core, three pieces of oak tag, ten 
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straws, and a raw egg. They have an hour and a half 
to come up with a solution, to “create a safe haven 
for your egg,” as she tells them. Students know there 
will be a prize for the winning team (or teams), and 
that winning means dropping the container and not 
breaking the egg. Another prize will go to the team 
that makes the best visual design. Thus, there is one 
prize for strength and one for aesthetics. Students 
must work together to solve this problem—there are 
no individual contenders (see Figure 12.2). 

As students work, Kathleen moves around, di- 
recting comments to the groups as well as to indi- 
viduals. In the interactions that follow, we see Kath- 
leen focusing her students’ attention on working 
together: 


e Look at a solution devised by another group. “And 
can I just show you this?” Kathleen asks as 
she shows one group what another group of 
students has done to help them think of what 
they might do in their own work. “If you make 
strips out of your oak tag and fold them like 
this, you can make springs.” 

e Remember you are not working alone on this project. 
Kathleen continually reminds students that they 
are working together on the project. “Maybe 
two of you can do that while [she] is doing 
this?” 

e Keep in mind that resources are shared, and don’t be 
selfish. One group has used several eggs, leaving 
none for some teams. Kathleen expresses her 
displeasure: “You guys really put another team 
in a jam, and I’m not happy about that.” 


Kathleen Reflects 


When we interviewed Kathleen, she explained 
why she believes collaboration and teamwork are 
important: 


e Each student brings a different kind of skill to 
the group. 

e Collaboration is a way to gather ideas and is 
also motivating because it is fun. 

e When students work in a group, they keep each 
other in check so that the teacher does not have 
to play this role. 

e Working in groups toward a common goal helps 
students transcend barriers of class and race. 


e Collaboration is a skill that artists need, and 
many of her students hope to go on in the arts. 


Although many visual artists still work indi- 
vidually, collaborative teams that use “ensemble” 
techniques, which historically were more central 
to methods in the performing arts, are increasingly 
common in the field of contemporary visual arts. 
Learning to work in and with artistic communities 
is valuable to art students for appreciating current 
practice. Working in communities also offers pos- 
sible connections to the performing arts and to non- 
arts endeavors, such as science or interdisciplinary 
projects in which teams of disciplinarians from a 
range of domains work together toward shared 
ends. Again, though, whether the collaborative skills 
and attitudes learned in visual arts classes transfer 
to other learning contexts is a question worthy of 
empirical investigation. 


As students learn about the artist’s worlds, they con- 
nect what they do in school art classes with what ac- 
tual artists do now and did in the past. They learn 
about art history by consulting the works of artists to 
help themselves solve visual problems. When work- 
ing on portraits, they compare how various artists 
have depicted people in the past and the ways they 
are doing so today; when working on light, they con- 
sider the range of ways that artists have grappled 
with portraying light. Understanding art history is 
thus always connected to the student’s own “mak- 
ing.” Students also learn about the artistic commu- 
nity—the people and institutions of the art world 
sometimes called the field. This is part of teaching 
students to become professional artists, which is 
something many of the students we studied aspire 
to be. But even for students planning to study and 
work in other fields, learning how galleries and mu- 
seums operate, learning to present their work profes- 
sionally, and learning to respond to and critique the 
works of others are skills that help them connect their 
school artwork to the art world outside the school 
walls. And of course as students begin to work col- 
laboratively (when art projects, for example murals 
or videos, call for team work), they come to see the 
act of making works of art as an ensemble activity. 

In the next section of this book we consider how 
the Studio Habits of Mind are integrated with each 
of the three Studio Structures. 
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Figure | 2.2. Understand the Art World: Communities—Kathleen Marsh’s Students Work in Teams to Create 
Containers That Will Keep an Egg from Breaking When Dropped Four Stories 














A. Kathleen Marsh 
offers suggestions to 
groups as she circles 
the room 


B. Kathleen shows 
a group another 
possibility to 
consider in their 
design 







C. Kathleen tells 
students to “create a 
safe haven for your 


a” 


D. Kathleen reminds 
students to work as 
a team 


Part Ill 


INTEGRATING STUDIO STRUCTURES 
WITH THE STUDIO HABITS OF MIND 


Imagine walking into a studio classroom. Students 
are standing behind easels, using vine and com- 
pressed charcoal and black oil pastels on newsprint 
to draw a human model who sits hunched against 
a wall. Cool jazz plays softly, and bright lights cast 
shadows on and around the figure. The teacher is 
standing behind one student, silently observing 
him at work. After awhile, she speaks to him briefly, 
points to the model, and lays a piece of tracing pa- 
per over the drawing. She quickly redraws several 
lines, says a few more words, and moves along to 
other students. She continues her rounds, stopping, 
looking, talking, and modeling processes and possi- 
bilities in short conversations with individuals. 

A knowledgeable observer might surmise that 
the lesson’s focus is value—students seem meant 
to learn to represent the variations of light and 
shadow on the figure. The spotlights are set up 
deliberately to emphasize the natural shadows that 
fall from the figure’s contours; charcoal and oil 
pastels; black, without the confusion of color, are 
media that readily convey variations in light and 
shadow. But as we listen in more closely to the con- 
versations between the teacher and her students, 
we only sometimes hear her emphasizing this 
element of developing craft. Yes, she talks to her 
students about value, but she frequently mentions 
other elements of drawing—line, edge, composi- 
tion. She also talks about the “feel” or “directness” 
of various marks and areas of a drawing, as well as 
accuracy in representation. She engages in a discus- 
sion about “how to take that further,” and another 
discussion about the similarity of one student’s ap- 
proach to a particular contemporary artist, Philip 
Pearlstein. 
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She’s talking about everything! In these brief 
personal conversations, teachers may focus on a 
single idea or process or Studio Habit of Mind, but, 
often, they address as many as five or six, or even 


all eight of the Studio Habits of Mind ina single, 


short consultation. 

What’s going on here? Is the teacher not fo- 
cusing her instruction on what she really intends 
students to learn? Or perhaps this example shows 
that the Studio Habits of Mind are too narrow or 
too broad to be useful? Actually, we think all is 
well, both with the teacher and with the habits. The 
habits easily make explicit the quick and nuanced 
moves of an expert artist’s thinking. An artist’s 
mind flows dynamically from one way of address- 
ing artistic problems to another, and the teacher’s 
conversational shifts make that visible. Once a 
teacher makes her tacit expertise explicit, she can 
work on the elements of it that are of most interest, 
refining her teaching as she might her artwork. 

So, perhaps the artist-teacher comments first on 
how she sees the work and the referent, focusing 
momentarily on the disposition to Observe. Next, 
she considers how she might depict the idea differ- 
ently (Envision). Then, she may play with the idea 
a bit (Stretch and Explore), as a way to refine or 
create new techniques (Develop Craft). Without a 
pause, she might model different ways to approach 
the visual problem (Stretch and Explore), thinking 
aloud as she draws and describing what she sees 
(Reflect: Question and Explain; Observe), how well 
it works (Reflect: Evaluate), and how it “reads” to 
her (Express). All this can occur in under 3 minutes! 

While the example above depicts the broad 
reach of habits as they are taught and learned in 
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a Students-at-Work session, the Studio Habits of stration—Lectures and Critiques. The next three 
Mind were embedded throughout all three Studio chapters illustrate examples of how teachers em- 
Structures in the classes that we observed. Teachers phasize each individual Studio Habit of Mind and 
addressed each of the habits of mind, individually how they interweave the Studio Habits of Mind 
and in many combinations or “clusters,” not only within all three of the structures by which studio 


in Students-at-Work sessions, but also in Demon- instruction is organized. 


THIRTEEN 


Demonstration—Lecture 
and the Studio Habits of Mind 


to introduce ideas, assignments, and the par- 

ticular Studio Habits of Mind that will be 
developed in the Students-at-Work and Critique 
structures to follow (see Chapter 4). As the teacher 
deliberately models working, seeing, and thinking 
as an artist, all the Studio Habits of Mind occur nat- 
urally. By slowing down the processes of making, 
perceiving, and reflecting about art and art-making 
for students in Demonstration—Lectures, teachers 
foster students’ mindful attention to nuances that 
might otherwise pass by unnoticed. 


Te Demonstration—Lecture structure is used 


FOSTERING PARTICULAR 
STUDIO HABITS OF MIND THROUGH 
DEMONSTRATION-LECTURES 


In what follows, we illustrate how Demonstration- 
Lectures can promote the development of particular 
Studio Habits of Mind. 


Develop Craft 


Often, an assignment either requires or guides 
students to experiment with specific materials, tools, 
or procedures. Demonstration—Lectures, therefore, 
introduce students to particular features that are 
most likely to come up as opportunities and chal- 
lenges as they work on Developing Craft. 

For example, when Beth Balliro introduced 
clay to her 9th-grade students in her Sketching in 
Clay class, she showed them the practical realities 
of working with clay in their studio classroom at 
the Boston Arts Academy. She showed them where 
tools and materials were kept, what was avail- 
able, when they could use them, how they needed 
to care for them, and even how to clean clay off 
tables and prewash their hands in a bucket so the 
sink would not clog with clay. Later in this same 
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class, Beth assigned students the task of making a 
“chop,” a traditional name-stamp used by potters. 
That provided further opportunities to clarify prac- 
tical issues, such as the need to mark work for easy 
identification, to put work in progress and finished 
work on different shelves, and to treat unfired work 
delicately. She used the chop assignment as an op- 
portunity to demonstrate the slab-roller, a large tool 
for flattening clay into slabs for a variety of hand- 
building and sculptural projects. Such practical, 
grounded demonstrations greatly ease the incon- 
veniences and minimize the dangers of working in 
the environments of studio classrooms, with messy 
materials and sharp tools. Through the demonstra- 
tions, students develop clear images of what they 
need to do and how they need to do it. 


Engage and Persist 


Watching a skilled craftsperson at work is mes- 
merizing, and teachers often use Demonstration- 
Lectures to interest students in the potential of 
techniques, materials, or tools that they can learn to 
use at high levels of expertise. For instance, when 
Jason threw spouts “off the hump” (i.e., he stuck a 
large mound of clay to the wheel, then centered and 
formed only a small chunk of the top, a technique 
that facilitates creating many small pieces quickly), 
the students’ focus was palpable as they watched in 
silent amazement. 

In addition to engaging students’ interests, teach- 
ers use Demonstration—Lectures to model ways to 
Persist as they demonstrate some of the variety of 
techniques, tools, and materials that students might 
employ to address artistic challenges. For instance, 
Jason also demonstrated how to create spouts by 
“extruding” (i.e., using a wall-mounted metal pipe 
with a plunger, called an extruder, that can be fitted 
with different internal and external shapes, called 
dies, to make variously shaped tubes of clay), how to 
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make spouts from slabs pressed in the slab-roller by 
wrapping them around cone-shaped wooden forms, 
and how to “pull” spouts off wooden dowels (i.e., a 
technique of repeatedly grasping and sliding a wet 
hand down a piece of clay to shape it). While no one 
student would use all of these techniques to create 
the pouring vessel required by the Ceramic Sets Proj- 
ect (see Examples 12.3 and 13.2 for a more complete 
description of this assignment), seeing such a broad 
range of possibilities encouraged persistence in find- 
ing and developing techniques that would serve stu- 
dents’ particular creative intentions. 


Envision 


Demonstration—Lectures are a way for teachers 
to model a range of possibilities inherent in their 
assignments and help students open their imagina- 
tions to what could and might be done within the 
assignments’ constraints. Recall Jason’s spring Tile 
Project (see Examples 6.1 and 7.2), in which students 
were assigned to create low-relief sculptures of nine 
mold-pressed tiles. During the Demonstration—Lec- 
ture at the beginning of this class, Jason not only 
demonstrated techniques, but also showed students 
a wide range of images of tiles from different cul- 
tures. Kathleen did a similar “tour” of possibilities 
with a slide show of drawn self-portraits to intro- 
duce a self-portrait assignment to her seniors (in 
which students drew themselves wearing hats and 
vests they created themselves; see Example 14.4). By 
showing a wide range of examples that satisfy the 
challenges of an assignment in different ways, stu- 
dents are less likely to hold onto a mistaken belief 
that there is one “right” way to solve the problem. 

In addition to helping students imagine possi- 
bilities for pattern, form, and color through multiple 
examples, teachers also help them envision the pro- 
cess of the assigned work. For example, Jason helped 
them envision making tiles by demonstrating step- 
by-step how to use tools and materials. He showed 
students how to build a mold box, how to press clay 
into it and how to get it out, how to arrange wooden 
shapes and other objects in the mold to create pat- 
terns, and how to consider common problems like 
direction of forms (e.g., letters come out backwards 
when they are pressed in this way). 


Express 
Teachers often gather a range of samples—of 


works, techniques, materials, tools, or ideas—to 
guide students’ thinking about how to express per- 


sonal meanings, feelings, or ideas in their work. 
Similar to the way Critiques let students see many 
possible solutions and hear many possible respons- 
es from their classmates, Demonstration—Lectures 
offer a chance to gain a wider view of the field of art, 
both from the present and the past. Such a broad and 
varied perspective encourages students to consider 
reasons for the variations that they observe, to think 
about what these variations “say,” and what they 
themselves might “say” with a particular material, 
tool, or technique. For example, Jason often brought 
in artworks that he owned which were made by pro- 
fessionals (as well as a mud-wasp’s nest that he had 
found in the clay studio and fired). Beth often cop- 
ied packets of pictures for her students to achieve a 
similar objective. In Jim’s opening class on contour 
drawing (see Example 15.1), he gathered descriptive 
words from the students onto a written list to de- 
scribe the still life they’d been drawing. 


Just take a look at these words. Take a look at 
them and think about how this might relate 

to the way you’re drawing. ... What we do in 
drawing, we express things by the way that we 
put lines down, by the way that we draw. These 
objects don’t mean anything. It’s just some old 
junk I piled up here. OK? But, you're already 
making psychological, making emotional 
connections, making connections to other things 
by looking at this. We do this with everything. 
OK? So, [that’s] what makes drawing interesting. 


In Demonstration—Lectures, teachers point out 
characteristics of the works or processes of interest 
to students because of similarity to something they 
recently made (e.g., drawings of a still life, handles, 
spouts, glazes), or something they were about to 
use in a new assignment (e.g., expressive marks and 
lines, lips of a pouring vessel, coils, the mood or idea 
conveyed by a form or glaze, or the way a group of 
objects interrelates). 


Observe 

Demonstration—Lectures help students “see 
more” by exploiting their already developed inter- 
est in observation. Visual arts students are usually 
adept at learning from looking, and developing the 
disposition to do so is critical to their continued 
growth as thinking artists. For example, Mickey 
opens his 9th-grade design class session by intro- 
ducing students to the Viewfinder Project (see Ex- 
ample 9.1). He asked students to use a viewfinder 
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to “see the world in a new way” so that they could 
begin to stand back from what they knew and start to 
see the world as design. 

Often, the processes involved in using and caring 
for materials and tools, and working with particu- 
lar techniques, are complex, multistep operations. 
Showing these steps in the context of preparing to 
make something is an effective way of giving stu- 
dents a great deal of information in a sort of visual- 
temporal “outline” form, which they can then call 
back up when they need to refine their understand- 
ing. In an early drawing class on perspective, for 
example, Jim followed up on a Students-at-Work 
session (when students drew still lifes of boxes) and 
a Critique of those drawings (when students iden- 
tified and discussed what “bugged” them about 
their work), with a quick, efficient demonstration 
of one- and two-point perspective drawing (see 
Example 9.2). By showing how to create a horizon 
line and a vanishing point or points, he could model 
how to draw boxes from any angle—a task they had 
just completed without that insight and which they 
would revisit immediately after the demonstration. 
Jim could then take the lesson one step further, by 
showing, through removing the rectangular case of 
an old film projector, how nongeometric objects could 
be “seen” through their geometry, so that objects of 
any shape could be understood through these simple 
perspective rules. His demonstration simplified to its 
essence a technique that can be very complex. 


Reflect 


Question and Explain. Because Demonstration- 
Lectures are generally brief, teachers do not usually 
dwell on developing students’ disposition to Ques- 
tion and Explain work. However, the Question and 
Explain Studio Habit of Mind is sometimes fostered 
in Demonstration—Lectures. For example, as the 
teachers showed works of art, they often modeled 
the internal conversations that the creators of these 
works might have had while creating them. And 
as students become attuned to different features 
of particular types of work, they have a chance to 
practice raising questions and suggesting possible 
explanations for the forms, styles, appearances, or 
methods that they have noticed in their recent art- 
making efforts. For example, when examining a col- 
lection of vessels for the Ceramic Sets assignment 
(see Examples 12.3 and 13.2), Jason’s students asked 
about techniques for making different vessel “feet,” 
probably motivated by their efforts to trim the bot- 
toms of vessels just before the Demonstration—Lec- 


ture. They also focused on variations in handles 
and lips, which had been their recent concern in 
throwing cups, and on glazes, since they had just 
gotten their first glazed pieces out of the kiln. Both 
teachers’ “thinking aloud” and students’ practicing 
raising and answering questions help develop the 
Question and Explain disposition. 


Evaluate. Similarly, Evaluation is a more periph- 
eral focus in Demonstration—Lectures, but it is there. 
This Studio Habit of Mind shows up as teachers 
point out common challenges and solutions that arise 
from techniques, as when Jason pointed out how he 
was using his arm on his leg to build a solid founda- 
tion to support his throwing hands while working 
on the wheel (see Examples 5.4 and 14.1). He sets 
his own performance as a standard against which 
students can evaluate their own wheel-throwing. In 
addition, examining a wide spectrum of examples 
related to a particular assignment offers chances for 
appreciation of what works, what individuals like, 
and what is possible. All contribute to students’ un- 
derstanding of quality and help them develop their 
habits of evaluation. 


Stretch and Explore 


Just as the variety of forms, techniques, and ma- 
terials that teachers use in Demonstration—Lectures 
allows students to envision more and to consider 
possibilities for expression, that range of possibili- 
ties also reinforces the habit of deliberately stretch- 
ing beyond a current level of ability and responding 
to “errors” as opportunities—because that is what 
is modeled in the objects and processes the teach- 
er shows. For example, in Jason’s Repeating Units 
Project (see Example 11.2), his Demonstration—Lec- 
ture kept raising new possibilities for what might 
count as a unit (a bottle, a brick, a plug of clay, a cell 
in a wasp’s nest), and kept raising “what if” ques- 
tions about techniques (what if you ripped it with 
your fingers, cut it with a needle tool or with knot- 
ted string, or pressed it with burlap or the bottom of 
a cup). All of these possibilities helped set students 
up to explore, push beyond the known, and observe 
accidents as opportunities and options for creation. 


Understand the Art World 


Domain. Demonstration—Lectures are a prime 
opportunity for teachers to inform students about 
the context of the culture of art in which they are 
working as artists. Jim showed students historical 
works that drew on the processes he was asking 
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them to try. Mickey encouraged browsing through 
numerous journals and magazines to find examples 
of design techniques students were exploring, such 
as fonts, layouts, and color schemes. Beth worked to 
expand students’ attitudes about what counted as 
“art” by showing students the objects from African 
and Japanese cultures that they might otherwise see 
as “only utilitarian.” Jason showed students books 
of tiles from contemporary and ancient Asian and 
Middle Eastern cultures. In each case, work by other 
artists (past and present) is used as a way to expand 
students’ thinking about what is possible, what has 
been done, and what they might try. The learning of 
domain in the art studio occurs in the context of work 
that students are currently doing, and not as an iso- 
lated “style” that they should simply learn “because 
it’s important in art history.” 


Communities. The teaching in studio classes of art 
history and contemporary artistic practice sometimes 
happens through Demonstration—Lectures that focus 
on grounding students’ own work in the contexts of 
the work of others. When teachers model processes, 
focus attention on the work of professional artists, or 
show students characteristics of particular art mate- 
rials, these methods all emphasize the ways in which 
artists have worked in their own historical context, 
which includes the relationships to other artists as 
well as the relationship to their audience. While we 
only rarely saw teachers introduce assignments that 
required students to work in teams (Kathleen’s Egg 
Drop Project is a notable exception; see Example 
12.7), we frequently saw teachers remind students 
in explicit and implicit ways in Demonstration—Lec- 
tures that they were artists, and that artists were in- 
dividuals who worked within various communities. 

These communities include the student-teacher 
pair, peers in a class, visual art students within a 
school of students, student artists within a local com- 
munity of artists, and student artists operating within 
a community of past and contemporary artists whose 
works form a context for the students’ work. For exam- 
ple, when the Boston Arts Academy seniors prepared 
for their senior show, Kathleen used a Demonstra- 
tion—Lecture to focus on community by establishing a 
volunteer group to plan the invitations with a visiting 
designer. She also set up another group to decide how 
to allocate space equitably to feature each student’s 
work. We also saw teachers set up assignments that 
required sharing tools or materials. Recall that Jason’s 
students created a library of molds that they shared in 
creating textured “skins” for the Coil Sculpture Proj- 
ect (see Examples 4.2, 10.2, and 12.6). 


INTEGRATING STUDIO HABITS OF MIND 
IN THE DEMONSTRATION-LECTURE 


The next two examples show how a Demonstration- 
Lecture integrates several Studio Habits of Mind. 


TEACHING THE T HEORY AND PRACTICE OF COLOR: 
INVENTING COLORS PROJECT (Exampece 13.1) 


In Beth Balliro’s Inventing Colors Project (see 
Examples 5.1, 7.1, and 13.1), which is taught near 
the midpoint of her second-semester 9th-grade 
course at the Boston Arts Academy, she uses a 20- 
minute Demonstration—Lecture to introduce three 
purposes for the painting unit that students are 
about to undertake: 


e Developing a theoretical appreciation for color 
(Understand the Art World: Domain) 

e Understanding how to work (Develop Craft: 
Technique and Studio Practice) 

e Helping students develop the disposition to 
experiment with materials and take risks in low- 
stakes “sketch” paintings (Stretch and Explore). 


As Beth outlines the basics of color theory with 
the color wheel she has drawn on the board, the fo- 
cus is on Understand the Art World: Domain. She 
asks students to copy the wheel into their notebooks 
and refers to it throughout her short Demonstration- 
Lecture, which now changes focus to emphasize De- 
velop Craft: Technique. “This is a magical wheel, . . . 
because you can invent any color you want, if you 
understand how this wheel works.” She explains 
that color is difficult to mix with acrylic paints, 
which they will be using (Develop Craft: Technique). 
When they begin to work, the focus will shift again 
to Stretch and Explore as students start to create a 
couple of “sketch” paintings. But, for now, the Dem- 
onstration—Lecture focuses on Develop Craft: Tech- 
nique and Understand the Art World: Domain. 

Beth uses the wheel to introduce primary colors. 
“You can’t really make them. . . . If you were a cook, 
that’s the first ingredients of your recipe, those col- 
ors.” As is typical for Demonstration—Lectures, she 
introduces the information that students will use 
right away: “So the paints I’m going to have you 
use today. . . . Can you guess?” [gesturing toward 
the board]. The students respond: “Red, yellow, and 
blue. Plus white.” 

Next, Beth introduces secondary colors, again 
referring to the board so students see their rela- 
tionship to the primaries—those colors mixed by 
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combining the two primaries on either side (Under- 
stand the Art World: Domain). She suggests that the 
hue varies by the ratio of the primaries to each other 
in the mix and suggests that they experiment with 
that when they’re working. “I want you to play to- 
day. You're really playing with mixing” (Stretch and 
Explore). Then she introduces the complementary 
colors, with reference to how they stand opposite the 
primaries on the color wheel and how they contrast 
with each other, and she closes with the neutrals: “A 
neutral color happens when you mix a color with its 
opposite” (Understand the Art World: Domain). 

As the time to paint approaches, Beth sets the 
students up to paint experimentally by telling them 
that the color wheel doesn’t work perfectly. 


My teacher said, “If you mix red plus blue, 
you'll get purple.” So I took red, like the color 
of his shirt red [pointing to a student's shirt], and 
I took blue, sort of the color of his shirt blue, 
and what did I get? Brown. And I thought, “I 
thought you said . . . ?” What would be the 
problem there? Well, this red has a little bit of 
orange in it. So it’s not completely true, but 
it’s something to guide you. That’s why I’m 
going to give you two shades of blue, because 
sometimes blue acts differently [holding up two 
cans of blue paint] (Stretch and Explore). 


With the theory taken care of, Beth concludes the 
Demonstration—Lecture by showing students the 
materials they need to do the assignment, where to 
get them, and how to set them up (Develop Craft: 
Studio Practice). She shows students their palettes 
(new white Frisbees), paints (fresh tubes of acrylic), 
and new brushes, which she reminds them to use 
and clean carefully. She shows them how to set up 
their palettes with the colors in the order of the color 
wheel, shows them “gloss medium,” to “make col- 
ors clearer” or “see-through,” and shows them the 
paper they'll use. The students transition quickly to 
a Students-at-Work session in which they create two 
paintings of imaginary settings, one using comple- 
mentary colors and one using neutral colors. 


DESIGN INSPIRED BY OBJECTS: 
Ceramic SETS PROJECT (ExamPLE | 3.2) 

The Demonstration—Lecture with which Jason in- 
troduces his Ceramic Set Project (see Examples 12.3 
and 13.2), taught in the middle of the first semester 
of his year-long ceramics course, emphasizes the re- 
lationships among four goals: 


e Looking carefully at objects to see how they 
were made (Observe). 

e Planning ceramic design in a variety of ways 
(Envision). 

e Making choices to convey ideas or feelings 
(Express). 

e Synthesizing technical skills learned over the 
term (Develop Craft: Technique). 


During this portion of his Demonstration—Lecture 
(which occupies 40 minutes), Jason shows students 
a range of tools, techniques, and processes that they 
might employ to express meaning in the design and 
creation of their “sets.” 


Goal 1: Observe 


In this Demonstration—Lecture, Jason shows stu- 
dents several tools and techniques to add to their 
repertoire of choices for this final assignment of the 
first term. He shows them new tools (e.g., the clay 
extruder for pressing spouts, dowels for pulling 
spouts) and new techniques (e.g., throwing small 
cups off a hump that, when cut in half vertically, 
become pitcher spouts). He also shows them new 
uses for old tools and techniques if they are com- 
bined with new ones (e.g., using slabs to roll spouts 
around dowels). 


You saw the spouts over on those other teapots, 
which are made in a way very similar to this 
(Observe, Develop Craft: Technique). We can 
pull spouts on dowels [beginning to form clay]. 
Very similar to pulling handles (Observe, 
Develop Craft: Technique). You want to put 
this through the middle as close as you can get 
to the middle [pushing dowel through the clay] 
and you want to get water on this [removing the 
clay and dampening the dowel] so it slides and 
just like you're pulling a handle, you can pull a 
spout [beginning to form the spout over the dowel] 
(Observe, Develop Craft: Technique). 


Goal 2: Envision 


As Jason demonstrates the various tools and 
techniques, he emphasizes how students might 
think creatively about their use. The interplay be- 
tween techniques and ideas, therefore, is modeled 
as seamless. He teaches his students how to make 
the leap between the concrete materials and tools 
and the aesthetic purposes to which they aspire. 
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You can pretty dramatically change the form 

of something by cutting in . . . and adjusting 
(Envision). Now all these connections I would 
score—slip and score—so they would stay 
together (Develop Craft: Technique) [beginning 
to form and shape a spout and attaching the spout to 
the tube]. But just to give you the idea, there’s the 
spout (Envision). And ahh, something like this 
[using the tube made in the extractor], you could 
use [beginning to cut the form] and alter . . . in 
some way to make some weird spout (Develop 
Craft: Technique, Stretch and Explore, Envision). 


Goal 3: Express 


In his initial interview, Jason was skeptical about 
the importance of teaching expression. On probing, 
it became clear that he worried that art was often 
trivialized by emphasizing its therapeutic uses as a 
way of “merely expressing feelings.” However, using 
our expanded definition of Express, which includes 
the expression of concepts, personal meanings, and 
feelings, we observed Jason including Expression as 
a goal in many classes that might appear on the sur- 
face to focus exclusively on skills. Jason shows that 
craft is necessary in order to express meaning. 

As Jason begins to form the spout over the dowel 
(Observe, Develop Craft: Technique), he explains: 


But as you pull, this will get tighter and tighter, 
so you have to keep adding water on this and 
making sure that it’s loose and sliding. And then 
you may also put some sort of lines in [forming 
lines in the clay] (Express, Develop Craft: 
Technique). And you might do something like 
spin it [spinning the clay, making a spiral shape] 
(Stretch and Explore, Develop Craft: Technique). 
Then you can slide it off [removing the clay from 
the dowel]. Then if you really want to... give 

it some shape, you might have to turn it on its 
side and let that get leather-hard and then come 
back and cut it, the exact shape that you want it 
(Develop Craft: Technique, Express). 


It may be difficult to understand why we label 
some of these examples as Express. Jason empha- 
sized to us in interviews and to students in class 
that how artists touch clay leaves impressions that 
convey different meanings. A glaze applied with 
splashing “feels” more casual, so the object may feel 
more informal or convey a reference to the idea of 


movement, as Zen ceramics often do. A smooth sur- 
face feels more worked, so the object may convey 
more formality. For these reasons, we see Jason’s ref- 
erences to different ways to touch or mark the clay 
as emphasizing “Express.” 


Goal 4: Develop Craft: Technique 


When Jason shows his students how to use a tool 
or technique, he almost always encourages them to 
think about the many possible ways they could use 
it in their own work. Thus, he uses a “cluster” of Ob- 
serve-Express—Envision—Develop Craft: Technique 
to make sure that students are not only learning 
skills, but also understanding the artistic purpose 
and potential of artistic tools and techniques. 


So, now we need to score this with our scoring 
tool before we put it together (Develop Craft: 
Technique). TIl score this side [scoring the clay] 
(Observe, Develop Craft: Technique). And we 
can press this together [pressing the seam] (De- 
velop Craft: Technique). And I’m using this part 
of my hand [pointing to the part of his hand he is 
using] to try not to get too many fingerprints all 
over it (Observe, Express). And you might leave 
the seam (Express). If you don’t want the seam 
to show (Express), you can also roll this [rolling 
the tube on the table] and later when it gets a bit 
harder you can come back with a rubber rib and 
go over that (Develop Craft: Technique). 


With this ceramic sets assignment, Jason has 
helped his students develop a variety of Studio 
Habits of Mind. They learn to observe as they look 
carefully at ceramics; they learn to envision as they 
plan their designs; they learn to express as they 
think about conveying some kind of idea or feel- 
ing in their set; and all the while they are learning 
to acquire technical skills required for expertise in 
ceramics. 


This chapter has illustrated the complexities and 
richness of Demonstration—Lectures and the role 
that they play in fostering Studio Habits of Mind. In 
the next chapter, we focus on the Students-at-Work 
structure, in which the assignments, concepts, pro- 
cesses, approaches, and attitudes introduced and 
modeled in Demonstration—Lectures are practiced 
by students as they create artworks under the per- 
sonalized guidance of their artist—-teachers. 


FOURTEEN 


Students-at-Work 
and the Studio Habits of Mind 


dio Habits of Mind during Students-at-Work 

sessions. Because Students-at-Work sessions 
always involve working with art materials, Develop 
Craft: Technique is a central goal. But as mentioned, 
this Studio Habit of Mind is rarely taught in isola- 
tion. In the individual consults with students, teach- 
ers often cluster instruction about a number of Stu- 
dio Habits of Mind that help students understand 
the connections among habits and how to integrate 
them into their working process. Certain clusters of 
Studio Habits of Mind occur together frequently in 
a single student-teacher interaction. (For instance, 
Develop Craft: Technique was often layered with 
Observe, Envision, and Reflect: Question and Ex- 
plain, and Evaluate). 


ik may emphasize any or all of the Stu- 


STUDIOS HABITS OF MIND 
ARE TAUGHT IN CLUSTERS 


The two examples that follow show how teachers, 
depending on their goals, emphasize differing clus- 
ters of Studio Habits in their interactions with stu- 
dents during a given studio work session. 


INTRODUCING THROWING: CENTERING 
ON THE WHEEL PROJECT (Examp ce | 4.1) 


This example is taken from a Vase Project intro- 
duced in mid-October in Jason Green’s introductory 
year-long ceramics course for 9th—12th-graders at 
Walnut Hill. Looking at Jason’s interactions with two 
students over the course of his centering lesson, we 
see how even the seemingly narrow technical issue of 
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trimming a pot can become a vehicle for students to 
develop the disposition to think with a wide range of 
Studio Habits of Mind. Two students, one advanced, 
one a beginner, are having technical problems with 
trimming. Jason asks questions that help them ver- 
balize their technical difficulties and see what in their 
working process led to these difficulties. He patiently 
demonstrates techniques, observes the students, and 
guides their hands as they try techniques. He looks 
with them at other finished pieces to get ideas for 
successfully solving their own problems. When a be- 
ginning student is discouraged and wants to destroy 
the pieces she has built, Jason encourages her not to 
be too hasty in her evaluation, and to Stretch and Ex- 
plore in her Envisioning of the possibilities: 


You should save a lot of your stuff even if you 
think it’s not working right now, because since 
these vases are going to be put together out of 
different parts, you might be able to use a lot of 
the parts .. . even if it doesn’t come out exactly 
the way you want it. It might not matter because 
you might cut it up and use it a whole new way. 


Jason thus helps these students Engage and Per- 
sist through work they are finding very difficult. He 
frequently encourages them to keep trying and as- 
sures them that they will succeed. When the begin- 
ning student complains that she feels so far behind, 
Jason doesn’t dismiss her concern, but responds in a 
reassuring way: 


Don’t worry about that. Just [laughing] just don’t 
worry about it, because your skills will catch up. 
You missed some classes so . . . most everyone in 
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here is two classes ahead of you, so they’ve had a 
lot more hours on the wheel. So it’s easy to look 
around and see that everyone’s making really tall 
things and you're not right now, but don’t worry 
about it. It’s still really early in the trimester so 
just keep practicing, and it'll come along OK. 


When an advanced student feels frustrated with 
her lack of facility to achieve the delicate lip she en- 
visions, he encourages her, saying she just needs to 
practice and showing her the precise skills neces- 
sary. He also makes sure to spend some time with 
her looking over her other work, pointing out its 
many strengths, and praising her on her progress so 
far, thus helping her Engage and Persist. 

As these two students wrestle with trimming 
their vessels, Jason works with them to solve techni- 
cal problems and thus Develop Craft. He also en- 
courages them to look closely at their work and his 
demonstrations (Observe), consider their progress 
(Reflect: Question and Explain, and Evaluate), imag- 
ine new possibilities (Envision), move beyond their 
current capabilities (Stretch and Explore), and stick 
with it through difficulties (Engage and Persist). 


CONNECTING WORLDS: 
Secret RITUAL VEsSsELS Project (Examp.te | 4.2) 
During her Secret Ritual Vessels Project in the 
middle of her second-semester course for 9th-grad- 
ers at the Boston Arts Academy, Beth Balliro’s inter- 
actions with students focus on yet another cluster of 
Studio Habits of Mind. An ongoing theme in her 9th- 
grade class is to build connections between students’ 
art-making and their daily lives. Through a home- 
work assignment for which she asks students to 
“spy” on how the people they know use various ves- 
sels in their daily lives, Beth inspires her students to 
notice the world around them and connect it to their 
learning in art. The day’s lesson continues this focus 
on vessels, shifting to their ritual uses. Each student 
has been assigned a type of vessel to create secretly 
(an heirloom, something to hold holy water, a cat’s 
water bowl), and they are to make a set of three ves- 
sels of this type. The aim of the “secret assignment” 
is to help students connect with the project (Engage 
and Persist), think about the function of the objects 
(Reflect: Question and Explain, and Evaluate), and 
create symbolic forms that the assigned function 
suggests (Envision, Express). Also, as is often the 
case in Beth’s classes, her assignment ties into the 
school’s humanities curriculum as she seeks to forge 


links between students’ own work and artworks 
produced throughout other times and cultures (see 
also Examples 4.1 and 12.2). This class builds on ear- 
lier field trips to the nearby Museum of Fine Arts. 
Beth often provides packets of articles, images, and 
information that explore artists, mythologies, or reli- 
gious cultures. She wants her students to find links 
between their works and those of recognized artists. 

Beth also wants her students to be able to articu- 
late the thought behind their work—the process they 
went through in creating the work, the decisions they 
made, and the relationship of the work to values of 
subcultures that they understand (Reflect: Question 
and Explain, and Evaluate). It is not uncommon for 
students to spend part of the class thinking about a 
certain type of art, making written and/or drawn 
notes, and writing in their journals. Articulation is of 
particular importance to Beth in working with this 
urban population, and she sees it as a central skill to 
help these students gain recognition in the broader 
art world. In this class, the Students-at-Work session 
is followed by a critique, where students look at each 
other’s vessels set out on tables for display, write 
their observations about each vessel, and guess the 
type of “secret assignment” for one vessel. 

As the Students-at-Work session starts, Beth di- 
rects energy to getting students excited about the 
project. The prompt of their assigned secret vessel 
serves to get them interested and focused (Engage 
and Persist), and to find ways to adapt their own 
ideas to their assigned form (Express). As students 
consult with Beth about their ideas, they do a lot 
of whispering of their ideas to keep their assigned 
form “top secret.” 

Early. on, Beth consults with students on their 
ideas (Express), on how to think about their as- 
signed form by imagining and planning possibili- 
ties (Envision), and on how to connect it to the idea 
of ritual (Express, Stretch and Explore, Understand 
the Art World: Communities). For instance, one girl 
aims to make hers look like a family heirloom wine 
glass. Beth talks with her about the idea of making 
it look “old.” For students who have a hard time 
coming up with ideas, Beth asks them questions or 
helps them consider what the key functional aspects 
would be. She encourages their thinking of different 
possible ways to realize the form (Envision) while 
keeping true to the constraints of the assignment. 
Beth also reiterates the key idea of functionality in 
her interactions. For instance, for a student who is to 
create a vessel that transports something, she sug- 
gests thinking about making a lid for it because that 
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would make moving its contents easier. To a stu- 
dent making a very small vessel, she reminds her, 
“Remember this is for a human, not a mouse. It’s so 
cute. But try to see if you can actually use it, “cause 
I’d love for you to have something that you can ac- 
tually use” (Envision). 

As students move further along in the develop- 
ment of their form, Beth works with them to think 
about what they are making (Reflect: Question and 
Explain). She talks with them about the strengths 
and weaknesses of their pieces. For instance, she 
tells one student, “You’ve got a solid form and an 
amazing idea. What I would say now is deal with 
craftsmanship. Try to make it clean, perfect, beau- 
tiful, solid.” She also challenges students to think 
about what their vessel will communicate to others 
(Express). For a student who is making a water bowl 
for a cat, Beth asks, “How do we know that this isn’t 
to feed a big cat?” The student thinks and asks if she 
could write the word “bath” on it. Beth challenges 
her, “See if you can do it without words” (Stretch 
and Explore). With this assignment, and in each of 
these brief interactions, Beth reiterates the challenge 
to make an object’s form express its use, a key artis- 
tic concept in ceramics. This project challenges stu- 
dents to move beyond their usual concepts of ves- 
sels and their uses (Stretch and Explore, Understand 
the Art World: Domain). 


INDIVIDUALIZING DURING 
STUDENTS-AT-WORK SESSIONS 


The examples from Jason and Beth show how 
teachers’ goals for a given class or assignment 
permeate the casual, impromptu interactions dur- 
ing Students-at-Work sessions. However, another 
powerful aspect of the Students-at-Work structure 
is that it allows teachers to differentiate instruction 
without upsetting the general flow of work for the 
group. The two examples that follow show differ- 
ent ways in which teachers use the work session to 
individualize the curriculum. 


DIFFERENTIATING FOR STUDENTS OF VARIOUS 
Asi.ity/EXPERIENCE LEVELS: 


ABSTRACTION PROJECT (Exampce 14.3) 


It’s the second semester in Jim Woodside’s multi- 
age drawing class at Walnut Hill. Some of the ad- 
vanced students are taking this course for the sec- 
ond or even third year. All the students have had at 


least a full semester of drawing, experimenting with 
different types of materials and drawing from the 
figure and from still life. With this foundation, Jim’s 
students are ready to move on to abstract drawing. 
Jim creates assignments that engage the wide range 
of abilities and experiences of his students and then 
adjusts his instruction to individual needs during 
the Students-at-Work sessions. 

Today Jim has set up a massive tower of twisted 
paper stretching from ceiling to floor with lighting 
accentuating the abstract forms present in this still 
life. Students have positioned their easels around 
the structure, and, charcoal in hand, they prepare to 
draw. As they look at the still life and begin to set 
up their compositions, Jim tells the students to think 
in terms of dark and light shapes on the paper and 
says, “You can’t look at it and get it wrong . . . so feel 
at ease.” Over the next 3 hours, students draw mul- 
tiple studies on newsprint. Ultimately, each chooses 
one of his or her sketches to develop into a larger 
finished drawing. 

Over the course of this working session, Jim 
brings the class together several times for Critiques. 
He punctuates the Students-at-Work sessions with 
mini-Demonstration—Lectures about how to ob- 
serve and draw shapes and the still life. Jim balances 
the need to develop less-experienced students’ ob- 
servational skills and techniques with challenging 
students with stronger backgrounds in drawing to 
enhance their more developed skills. 

Jim has designed a project that will accommo- 
date this wide range of learners. Considering their 
drawing experiences from the first semester and the 
technical skills they developed, he now wants to 
challenge students to explore the concept of abstrac- 
tion—a concept that Jim recognizes may be difficult 
for his students. In an interview, he tells us: 


Abstract art, to a lot of people, is sort of fringe 
and something that eccentrics and intellectuals 
talk about. I mean, these are stereotypes about, 
caricatures of it. And I’m not saying to them that 
I understand it all myself, you know. Or that I 
like it all... . But I want them to know that it 
really grows out of the same stuff that all art 
grows out of. And they can learn to evaluate it, 
and they can learn to understand it themselves. 
And the best way for them to do it is... to 
begin to do it themselves. And that’s what I 
mean. And so... what I’m doing here is a little 
bit artificial and forced, setting up a way for that 
to happen for them. 
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The large still life in the center of the room is not 
an uncommon set-up in Jim’s class. Observing a still 
life, choosing compositions from different points in 
the room, creating multiple sketches with various 
materials, and working toward a more finished piece 
over the course of several weeks are all familiar ac- 
tivities by this point in the year. Jim deliberately de- 
cided to design an assignment similar in scope and 
feel to the representational drawing with which stu- 
dents had become comfortable earlier in the semes- 
ter. He wants students to see the link between repre- 
sentational and abstract drawing. Briefly explaining 
that abstraction is an important art world concept 
(students are well aware of this but hesitant none- 
theless), Jim gently encourages students to do what 
they always do when looking at a still life. “Draw 
what you see,” he tells them. By now this phrase is 
a familiar mantra in the class, so students can easily 
prepare for this otherwise novel task of observing 
and trying to make sense of the crumpled paper still 
life. Over the course of the afternoon, students begin 
to see connections to the drawings they made earlier 
in the year: They see that they are still working with 
shapes and lines and value. 

Helping students build a bridge between repre- 
sentational drawing and abstraction is the primary 
goal of the class. However, Jim adjusts how he talks 
to students according to their individual needs. In 
what follows, Jim works with two beginning stu- 
dents, one who is struggling with the assignment, 
and one who has more confidence, excitement, and 
skills. 

At five separate times throughout the working 
session, Jim consults with a 9th-grader new to the 
school who has limited English skills. About a half 
hour into the class, Jim notices that this student’s 
page is sparse and that he looks confused. Jim takes 
the student aside and spreads another student’s 
work out on the floor. He asks the student to ob- 
serve the series of sketches and notice how each 
drawing is different. By looking at the work, the stu- 
dent could see how his peer deliberately changed 
the way she thought about each drawing, purposely 
using different lines and patterns each time. During 
this mini-Critique, Jim not only supports the begin- 
ning student in overcoming his initial obstacles with 
the assignment (Engage and Persist), but also helps 
him refine his observational habits (Observe). Most 
important, through the example of a peer’s success, 
Jim encourages the student to move beyond his cur- 
rent abilities and try new ways of seeing the still life 
(Stretch and Explore). As Jim explains to us later: 


I want him to throw himself into the act of 
drawing. Have fun with it. He really needs 

to loosen up and really put forms down and 
manipulate them on the page, and in a big 

bold way. So I’m always trying to get him to do 
that, because he doesn’t. He’s always watching 
himself. There are all the other kids in the room. 
And he doesn’t have as much experience. . . . 
But what I was really doing there was showing 
him an example of a kid from the previous 

day who I would say is in a somewhat similar 
situation. And I think giving him a real clue to 
how to go about it. That helps artistically for 
him. And also language, you know, he needs to 
see something. So I was trying to explain that in 
as simple terms as I could, but I know he didn’t 
understand the whole of it. So giving him an 
example I thought helped. 


A little later, Jim briefly checks in with the stu- 
dent again and encourages him to use the view- 
finder, a tool for designing compositions that Jim 
has frequently employed and discussed in earlier 
observational drawing sessions (see Examples 4.3, 
5.3, and 9.2). Returning to him later, Jim watches the 
student working and notices that he is looking at too 
small an area of the paper still life and is not attend- 
ing to the larger shapes that would help him make 
the bridge between observation and abstraction. He 
sits at the student’s drawing easel and demonstrates 
looking too closely at the paper and how it keeps 
him from seeing the structural forms in the twisted 
paper. By explicitly demonstrating both technical 
drawing skills and the process of observing, Jim en- 
courages the student to develop new habits of look- 
ing. By drawing on his sketch and then referring to 
the still life, Jim shows the student how to see the 
large shapes and learn to improve his own techni- 
cal drawing skills (Observe, Reflect, Develop Craft: 
Technique). 

It’s now halfway through the class, and the be- 
ginning student has made some progress in identi- 
fying and drawing large shapes. In his next consult, 
Jim encourages him to go even further in pushing 
the lights and darks by using a kneaded eraser 
on his drawing, a new technique for the student 
(Stretch and Explore). Jim demonstrates this process 
right on the drawing, so the student can see clearly 
how to juxtapose a white surface with a dark black 
shading to make the forms on his page look like the 
crumpled paper he is trying to draw (Develop Craft: 
Technique, Observe). 
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In the last few minutes of the class, Jim compli- 
ments the student’s work (Engage and Persist) and 
gives him some final bits of technical advice, dem- 
onstrating how to use white charcoal to make his 
contrast even stronger (Develop Craft: Technique, 
Stretch and Explore). 

Jim works quite differently with a more confident 
beginner. With the first student, Jim needed to help 
him engage with the assignment, use visual tech- 
niques to work around the student’s limited English 
proficiency, develop basic drawing techniques, and 
start to develop a way of observing the structure of 
the still life that would help him eventually bridge 
to ideas of abstraction. This next student, on the 
other hand, starts off excitedly, with a clear plan of 
what he wants to do. For his first study, he has dark- 
ened his whole page and is using an eraser to depict 
where the light falls on the paper. Jim supports this 
idea but also encourages him to explore more of the 
central ideas of the abstraction in this phase by do- 
ing multiple studies rather than focusing so much 
on technique: 


That’s really good. That’s a good idea, and it 
would be good for you, and I don’t want to 
discourage that. But I also don’t want in this 
drawing for you to get too much into refining 
that technique. I want you to think about how 
those shapes relate to the four sides of the paper. 
So on your next one, let your approach be a little 
more with that in mind (Stretch and Explore). 


When Jim next returns to this student, he encour- 
ages him to explore abstraction further. He tells him 
to depart from drawing strictly what he observes 
and become more logical about what he puts on the 
paper. “I think you should proceed almost like it’s a 
math problem. Like very logically.” He shows him 
how he can develop a “system” for thinking about 
which lines should be dark and which should be 
light (Envision). He gives him some tools to do this. 
He tells him to develop a plan, such as making all 
the larger forms darker. When the student seems a 
bit hesitant (“Outline it?”), Jim explains a core idea 
of abstraction: “That way there’s a purpose for what 
you're doing. It’s not just decorating your drawing. 
And that logic is really important, especially in an 
abstract drawing. It gives you a sense of purpose 
and relationship to what you're doing” (Stretch and 
Explore, Understand the Art World: Domain). 

After students have done several studies, Jim 
breaks up the working session with a Critique in 


which he discusses each student’s work. When he 
discusses one student’s work, he comments that it 
seems to be the one that has gone furthest to abstrac- 
tion, where you no longer easily connect it to its 
original source of the still life. He uses the student’s 
piece to reiterate a central idea of abstract drawing. 
“It’s a texture on a piece of paper, and it’s a way of 
organizing a piece of paper. That’s what abstract 
art is. You’re taking references from the world and 
you're organizing them into a two-dimensional 
world of your own.” Following this group critique, 
the second student walks up to Jim and talks with 
him about his piece, saying that he’s not really 
pleased with how the lines are working, mention- 
ing his ideas for further work. Jim offers suggestions 
and supports the student’s ideas. Jim reiterates the 
idea that the goal is to explore options, reminding 
him “this is just a learning process here” (Stretch 
and Explore). 


INDIVIDUALIZING FOR MULTIPLE AGENDAS: 
CREATING Hart AND Vest Project (Example 14.4) 


While Jim’s example is about individualizing 
for a range of experience and ability levels, Kath- 
leen Marsh’s story in this Students-at-Work session, 
taught near the beginning of her second-semester 
class with seniors at the Boston Arts Academy, is one 
of a teacher multitasking to keep students on track 
with the assignment at hand and to help individual 
students with their outside work. 

It’s the first day of the final semester for Kath- 
leen’s 12th-graders. There’s a lot going on, and Kath- 
leen must prepare her students for the final push of 
their high school art careers. They are in the process 
of applying to colleges and art schools or preparing 
for jobs upon graduation. Not only do they need to 
have their professional portfolios in order, they also 
need to meet their graduation requirements, which 
include showing and defending their work in a se- 
nior exhibition. The students are somewhat distract- 
ed by all these outside events and battling a case of 
spring semester “senioritis.” 

Kathleen has much to accomplish in this class 
session. She introduces students to the current as- 
signment of a self-portrait wearing a hat and vest 
that they have designed and created out of paper. 
She also introduces them to what they will be doing 
over the course of the semester, as well as going over 
what, as seniors, they will be doing outside of the 
class. She gives an introduction to the course require- 
ments and reviews the syllabus. Kathleen discusses 
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the defense process and her plans for curating the 
show and taking slides of finished work. Since stu- 
dents are putting together their final portfolios, she 
reminds them of this by introducing a several-week 
self-portrait assignment that will result in a finished 
value drawing that can be a “showcase piece” in 
their portfolios. 

Today is the first installment of this self-portrait 
assignment. In this class, students create wearable 
paper hats and vests from oak tag that express some- 
thing about their identity. In later sessions, they will 
make charcoal value drawings of themselves wear- 
ing the paper clothing. Today’s portion of the as- 
signment challenges students to both Envision and 
Express something about themselves, as they must 
imagine what the hats and vests they make now will 
convey about themselves, and how they will look 
as they wear them for their value drawings. As se- 
niors, the students are accustomed to working inde- 
pendently. However, Kathleen monitors their prog- 
ress on this assignment, including instructing and 
getting materials for students who are proceeding 
ahead of others to the next phase of the assignment. 

While students create the hats and vests, Kath- 
leen consults with each student about the progress 
of his or her portfolio and completion of tasks for 
the senior exhibition. This is in part an administra- 
tive task to make sure the students are on target in 
their application process, but it can also be a chance 
to model an important process of evaluation. For 
instance, Kathleen spends time with one student, 
looking over each piece of his portfolio, discussing 
ways of finishing some of the pieces, and identifying 


which ones he should include in the senior show. 
She later explained that this is one of the strongest 
students in the class, but he had initially only se- 
lected two pieces to include in the show. Kathleen 
discussed working over the course of several years 
with this student on his tendency toward perfection- 
ism and being overly self-critical. 

The flexibility of the Students-at-Work session al- 
lows Kathleen to keep the group focused on their 
work, while also adapting to students’ varying 
work paces on a multiphase assignment. In addi- 
tion, she has many chances to address crucial issues 
with each student that are not tied explicitly to this 
class assignment. In a single working session, Kath- 
leen is able to keep the class as a whole engaged 
in working (Engage and Persist), while connecting 
with individual students on issues central to their 
development as artists, such as the preparation of 
their portfolios (Reflect: Evaluate, Develop Craft: 
Studio Practice and Technique) and progress in ap- 
plying to college and/or art school (Understand the 
Art World: Communities). 


This chapter has illustrated how teachers use Stu- 
dents-at-Work sessions to keep their art-making 
goals at the center of the learning process while 
personalizing instruction to suit a range of student 
needs. The Studio Habits of Mind emphasized by an 
assignment sometimes take a back seat to habits of 
importance to a particular student at a given time. In 
the Critique structure, described in the chapter that 
follows, both general and personal goals become the 
focus. 


FIFTEEN 


Critique and the 
Studio Habits of Mind 


C ritiques, by their very nature, foster the Stu- 
dio Habit of Mind of Reflect: Question and 
Explain and, especially, Evaluate—learning 
how to judge what makes one work better or more 
effective than another. However, in the Critiques 
we observed, learning to evaluate works was only 
one of many goals. In every Critique we analyzed, 
teachers intended to teach at least five of the Studio 
Habits of Mind. 


TEACHING STUDIO HABITS 
OF MIND THROUGH CRITIQUE 


Develop Craft 


Looking at students’ work collectively often pro- 
vides illustrations of how particular techniques can 
function differently in different works, which can 
help students expand their ideas about craft. In ad- 
dition, techniques are often offered as solutions to 
problems that students identify in works. For in- 
stance, in one of Jim Woodside’s Critiques, he asked 
students to identify errors in perspective in their 
own work, and they worked together to figure out 
how to correct them. 


Engage and Persist 


Critiques can be highly motivating. Knowing that 
everyone is going to look at and comment on their 
work can spur students to put their full effort into it. 
In addition, the critique process can engage students 
by giving them new insights into their work. For in- 
stance, Jim often uses Critiques at the early stage of 
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a drawing to help students identify the potential of a 
piece and to get them excited about its possibilities. 
Midprocess Critiques can also help students work 
through difficulties in a piece, either by identifying 
unrecognized strengths in their work, or by offering 
specific advice on aspects that they could change. In 
Critiques, the current piece is treated as an opportu- 
nity for deeper commitment to work and learn. For 
instance, Jason tells a student, “The glaze is trans- 
parent because you put it on thin. But you can try 
re-firing that and put the same glaze on thicker.” _ 


Envision 


As students stand before their work, they are 
encouraged to think about what would have hap- 
pened if they had done it another way. For instance, 
Kathleen Marsh asks a student to think about how 
much white space he intended to leave in his self- 
portrait. Jim Woodside asks students to imagine 
how one student’s drawing would look if she had 
fully drawn the leg rather than leaving it unfinished. 
Mickey Telemaque asks students to think of ways a 
given photo could heighten its focus on light as the 
subject. Frequently in Critiques, teachers also specif- 
ically ask students to envision how they will finish a 
piece, or what they envision working on next. 

Even without direction, as students look at and 
discuss each other’s work, they envision different 
possibilities for how the work could look. In a senior 
Critique session, students’ comments frequently 
involve envisioning their own and other students’ 
pieces differently. For instance, one student notes, 
“It would just be a really nice photo if that wasn’t 
there and there weren’t arms just showing.” 
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Express 


Critiques offer an important chance for students 
to get some distance and recognize some of the glob- 
al properties conveyed in their work that they might 
miss while immersed in the process of making. In ad- 
dition, Critiques offer a chance for students to hear 
how others interpret their work. One of Mickey’s 
design students described finding out that while her 
intention in a flag design was to celebrate her native 
Puerto Rico by showing that it was so “hot,” other 
students interpreted it as an image of burning the 
Puerto Rican flag. Critiques offer a testing ground 
for finding out how one’s work communicates. 


Observe 


The type of observation most particular to Cri- 
tiques is that of observing works in comparison to 
one another. During the process of making works, 
most of the observation involves students look- 
ing carefully at their own work, and in the case of 
observational drawing, looking at the relationship 
between the work and the referent. In Critiques, 
the focus shifts. Generally, observing in Critiques 
involves looking at your own work in the context 
of pieces created by other students or in relation to 
multiple drawings of your own. Teachers often en- 
courage specific observational comparisons, such as 
when Kathleen asked students to notice what differ- 
ent colors contributed to the skin tones in students’ 
portraits or when Jim asked students to compare the 
expressive effects of different types of line quality. 


Reflect 


Question and Explain. More so than at any 
other time in the studio class, reflecting about stu- 
dent work is highlighted during Critiques. Teachers 
strive to draw students into a discussion that moves 
beyond just noting what they like and dislike, and 
into observing in the context of particular artistic 
concepts. Critiques are often framed around a set of 
targeted questions, such as when Mickey asked his 
photography students, “Why is this a photograph 
about light? All photographs depend on light; how 
are these [for the light assignment] different from 
every other photograph?” Another example is when 
Beth Balliro asked students to guess the intended 
function of their fellow students’ clay vessels and 
to start thinking about the relationship between the 
vessels’ form and their ritual functions. 


Evaluate. Critiques offer an important chance for 
students to evaluate their own and peers’ work. Cri- 
tiques often begin with the teacher asking which of 
the drawings students think work and why, or ask- 
ing them to comment on what works or doesn’t work 
in their own piece. Sometimes an evaluative process 
precedes the Critique; students might be asked to 
choose their best work to put up for critique. Evalu- 
ation in Critiques is often analytical. Rather than 
merely sorting “good” from “bad” work, students 
learn to identify which aspects of a work are most 
effective and which may detract from the effect of 
a piece. As Jason explains, “I really try not to say 
something’s good or bad. I just say this is what it is 
communicating.” 


Stretch and Explore 


Just seeing the range of work produced by the 
group may push individual students to expand 
their thinking about their own work. To foster the 
Stretch and Explore aspect of Critique, teachers as- 
sign projects that are likely to yield diverse results. 
For example, Jason Green spoke about deliberately 
choosing glazes that produce widely varying results 
in order to promote more student exploration. Dur- 
ing Critiques, he invited students to analyze the re- 
sults of their explorations of materials much as they 
would analyze a scientific experiment. When errors 
are the focus, they serve as a chance to diagnose 
and/or as an opportunity for a work to grow in new 
directions. But the responses that students receive 
in a Critique generally do not emphasize failures. 
Rather, Critiques offer suggestions for how to think 
about what can be seen in the work and how the 
student artist might explore other possibilities. 


Understand the Art World 


Domain. Teachers draw connections between 
student art and professional art, and they make al- 
lusions to historical art references as they point out 
features in students’ work. They may tell students 
that their work reminds them of a particular artist, 
sometimes showing them a print or two. This in- 
forms students about the larger culture of art and art 
history, but its greater purpose appears to be to em- 
phasize students’ connections to the historical and 
current community of working artists. For instance, 
during a Critique, Jim Woodside commented on one 
student’s developing a certain “electric line quality” 
and use of space in his work: 
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He’s really finding a way to draw, a kind of 
language that’s his own, that will succeed 

for him as he approaches different kinds of 
problems. But that’s something that he came 
up with really on his own, playing around with 
this project [pointing to self-portrait from previous 
class]. And I certainly think it’s something 

that he can take into the way that he draws 
something like this [holding up a sketch that the 
student is currently working on]. . . . It reminds me 
of a Dubuffet painting. 


In this Critique, Jim identified aspects of a student’s 
emerging style and tied it to the larger art world. 
Teachers present Critiques as reflective pro- 
cesses, including evaluation, that happen in profes- 
sional arts communities, and not merely as isolated 
elements of an art class. As Beth prepares 9th-grad- 
ers for a Critique, for example, she explains that 
Critiques are part of being an artist and that some 
Critiques are meant to be about evaluation, while 
others focus more on other aspects of reflection. 


Communities. The social aspect of Critique is 
one of its defining features. Teachers focus on how 
students learn to value responses from peers and on 
ways to offer respectful and constructive criticism 
to their peers. Critiques reinforce the idea that art- 
making is a communal process, not only a private 
activity. Art is made to be shown to others and dis- 
cussed, and that can be learned through the social 
process of Critique. 


INTEGRATING STUDIO HABITS 
OF MIND THROUGH CRITIQUE 


The eight Studio Habits of Mind fostered by Cri- 
tiques are usually not discussed separately, but 
rather are integrated flexibly during Critique ses- 
sions. This integration is illustrated by the follow- 
ing examples of Critiques from Jim Woodside’s 
drawing class at Walnut Hill. 


COMPARING WORKS: 
CONTOUR DRAWING PROJECT (Exampce 15.1) 
While each teacher we observed held a Cri- 
tique at least once, Jim held multiple Critiques in 
nearly every class session of his multiage drawing 
class. These Critiques were not necessarily formal, 
lengthy discussions; sometimes they lasted only a 


few minutes. However, Jim’s consistent use of Cri- 
tiques stresses the importance he places on coming 
together as a group to look at and discuss the work 
that has been done. 

In the first class session of the year in Jim’s draw- 
ing course, he introduces Critiques as a central but 
informal part of the routine: 


What we'll do is, we'll draw for a while. Then 
we'll put some drawings up on the wall, and 
we'll start to look at them and talk about them. 
And that’s something we'll do a lot in this class. 
Those of you that have had me before, we, we 
always do that—we draw, put the drawings up, 
talk about them. 


After the students do a few quick drawings of 
the still life, some blind contour (in which students 
do not look at the paper but only at the referent) and 
some in which students look at both the still life and 
the drawing, Jim asks each student to hang a blind 
and nonblind drawing next to each other. Before 
beginning the discussion, Jim gives the students a 
specific thinking task to guide their observation 
and reflection: “Everybody take a look at their two 
drawings, and just think in your mind how to com- 
pare the two. Just to describe the difference between 
your two drawings.” This task helps students inte- 
grate learning how to Observe with learning to Re- 
flect. Jim encourages them to evaluate their works, 
asking which they preferred and why. 

As students make comments, Jim acknowledges 
and expands on their responses in a positive and en- 
couraging way. For instance, one student says of a 
blind drawing, “Notice all her details are not . . . it’s 
detailed but it’s not.” Jim affirms her evaluation and 
draws this comment into its fuller meaning: 


It’s detailed but it’s not. Yeah, that’s really good. 
I couldn’t have said it that well. That’s very 
true. I mean, we have all the information here 
[pointing to a section of the drawing], we know it’s 
there, yet it doesn’t seem like it’s overly precise, 
or overly worked. 


In this first class session, he wants to ensure that stu- 
dents feel comfortable talking in the group, and his 
comments help them to Engage and Persist in the 
Critique process. 

While Jim uses this Critique to create a positive 
social atmosphere, it also works to build students’ 
understanding of key aspects of the assignment. 
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Through discussion, students come to recognize 
characteristic differences between blind and non- 
blind drawings. A few minutes into the Critique, Jim 
moves a pair of drawings that reflect this distinction 
well to the center of the wall and asks students to 
focus on them. Building on students’ comments, Jim 
introduces the idea that while the nonblind draw- 
ings may have been more technically accurate, the 
blind drawings have a more direct expressive qual- 
ity to them: 


Even though this might, there’s a certain 
accuracy that’s stronger here [pointing to a 
nonblind drawing]. These things are placed more 
in position. But there’s a kind of believability 
here [pointing to a blind drawing], and that’s a 
word that I'll use a lot throughout the year, 
believability. What makes drawing interesting is 
how direct your relationship is to what you’re 
looking at, OK? And here, the relationship is in 
a way very direct, very honest. ... There’s not 
other things in the way. Like your perception of 
how it should look. 


While students talk frequently in this Critique, 
Jim carefully guides the discussion to center on this 
key point. Thus, through a process involving the 
Studio Habits of Observe and Reflect (both Ques- 
tion and Explain, and Evaluate), Jim helps students 
explore a key intended lesson about the relationship 
between Develop Craft: Technique and Express. 
Jim also pushes students to see how they could use 
what they learned in the blind drawings in the rest 
of their work: 


Now obviously we don’t do every drawing in 
the world covered up and sort of scribbling. But 
there’s a really important lesson here in that— 
how can you bring some of this state of mind, 
in a way, to this [pointing at a nonblind drawing]? 
How can you bring this kind of . . . freedom or 
lack of inhibition into your work? 


In this very first Critique of the year, Jim explicitly 
sets up the expectation that what you learn through 
Critique of a given assignment should be applied to 
your work more broadly: Jim challenges students to 
use the lessons from this assignment and Critique 
to Stretch and Explore beyond their usual habits of 
art-making. 

As shown, Jim’s Critiques help students inte- 
grate various Studio Habits of Mind. By encourag- 


ing students to Engage and Persist in the Critique, 
Jim fosters an iterative process in which students 
practice Observing and Reflecting, while they also 
explore the relationship between Express and De- 
velop Craft: Technique. In addition, he encourages 
students to Envision how they might use what they 
learned to Stretch and Explore beyond their usual 
drawing habits. 


CRITIQUING THROUGHOUT THE Process: FIGURES 
IN EVOCATIVE SPACE PROJECT (Exame ce 15.2) 


Jim often uses Critiques as a way to guide a class 
and punctuate a working session. In this midsemes- 
ter figure drawing session, students were meant 
to focus on the expressive potential of light and of 
the space between figures (Express, Develop Craft: 
Technique; see Examples 8.1 and 12.1). Jim has set 
up dramatic lighting and shows examples of profes- 
sional artworks (reproductions of paintings by Hop- 
per and Diebenkorn) that have the evocative sense 
of space and light that he emphasizes in the class as- 
signment. Throughout the 3-hour class, Jim repeat- 
edly holds short Critiques to keep students on track 
with this focus and also to help them make explicit 
what they are learning about expression. 


Opening Critique 


Jim begins the class with a Critique that serves as 
a transition from one class to the next, by focusing 
on high-contrast figure drawings from the previous 
session. Unlike the first class session that centered 
on getting students to talk, this quick Critique has 
no student discussion. A key purpose of this Cri- 
tique is to get students quickly into the mind frame 
of working and to help them build connections be- 
tween what they have done in the last session and 
what they will do today. 

Jim notes the effectiveness of all the drawings 
and comments that he could really see how the stu- 
dents were building on their previous experiences. 
His praise serves both to encourage students and 
to reinforce the idea that assignments in the class 
connect to each other. With a long wooden pointer, 
Jim draws students’ attention to different areas of 
each drawing as he comments on the high-contrast 
technique and how it helps students organize space, 
separate shapes, reduce a complex scene, and main- 
tain the focus on light. 

Jim’s stated purpose is to get students back in the 
mind state of working. He tells them, “I want to put 
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you mentally to where you were last week.” Jim’s 
comments emphasize the thought process that went 
into making their drawings: “This shape may have 
been a lighter gray or toward the lighter end of the 
spectrum, but you make that decision to go black or 
white with every gray you see and what you end up 
with is an abstract composition.” 

In this, as in all his Critiques, Jim moves beyond 
discussing technique while simultaneously staying 
grounded in the work. Here he connects the use of a 
particular technique (high-contrast drawing) to more 
expressive properties in one student’s drawing: 


It starts to look to me almost like some Native 
American design, like an Incan blanket... . All 
that is, is a drawing technique, a pretty simple 
technique of high-contrast drawing, looking at 
something ordinary in the studio, and you start 
to move to this whole other realm of all sorts 

of things that are pretty magical and unusual 
and really have little to do with the scene we’re 
drawing. 


Jim chooses to focus on aspects of the drawings 
such as expression and light that will be central to 
the next assignment: He will assign students to do 
a drawing that focuses on the expressive, evocative 
properties of the space between two figures. Thus, 
this Critique, while seemingly a reflection on com- 
pleted work, prepares students mentally for the 
coming work session and primes them for key ideas 
to come. 


Critique of Sketches 


After students complete a couple of quick sketch- 
es of two figures, Jim gathers the class around the 
array of sketches on the floor for a few minutes. 
Though he asks students a few questions, Jim is the 
primary speaker in this Critique, as well. In an inter- 
view, Jim explains that the purpose of this Critique 
was to help students envision their final drawings 
from the sketches and ensure that they understood 
the focus of the assignment. “It was to make sure 
that they had the maps before the journey starts.” 
He also uses the Critique to get students “excited 
about possibilities of this little assignment by seeing 
that emotional things are already being said in the 
pictures.” 

Jim begins by integrating Observe, Envision, 
Reflect: Question and Explain, and Evaluate. As he 
surveys the drawings, he says, “I see plans starting 


to form in your brains about how you are going to 
approach this.” The group looks at and evaluates 
the sketches in terms of what they reveal about how 
students envision the final drawings. 

Jim chooses two students’ drawings and asks 
the class to compare their different approaches. One 
student has exaggerated the distance between the 
figures and another has made the figures small rela- 
tive to the space in the room. After talking about the 
expressive aspects of the piece, Jim asks, “What’s 
different about the choices [Student 1] made and the 
ones [Student 2] made?” He focuses students’ at- 
tention on how the drawings treat space differently. 
This Critique helps students learn to observe their 
sketches for the purpose of envisioning a more fin- 
ished drawing. Jim wants them to Reflect: Question 
and Explain, and to Reflect: Evaluate their sketches 
for what they are starting to Express, and then to see 
if they can Envision ways of stretching to heighten 
this expression. 


Final Critique 


After the working session, Jim holds a longer 
Critique that involves more student discussion. In 
this Critique, each student’s work is carefully dis- 
cussed. This Critique focuses on giving students a 
chance to Observe and Reflect: Question and Ex- 
plain, and Evaluate what they have done in their 
work and to get some practice talking about work 
(Reflect: Question and Explain). After listening to 
students’ general observations about the works, 
Jim focuses the questioning on which pieces have 
the strongest sense of dramatic, evocative light, a 
central focus of the assignment (Reflect: Evaluate). 
When students comment on a dramatic piece, Jim 
often expands on their comments. For instance, he 
talks about how one piece has the feel of a big mov- 
ie set in which only a small area is lit up, and that 
area is where the action is. He ties this to a “pretty 
strong decision” the student has made in leaving 
much of the drawing empty. In this way, he mod- 
els how to connect observations about Express with 
Develop Craft: Technique. For another student, he 
holds up a Hopper print for comparison of the dra- 
matic power of light. When students comment that 
the drawing has an “outside feel” even though it is 
inside, Jim ties this observation about an expressive 
property to a more technical idea, showing how 
this effect results from how the student has high- 
lighted multiple light sources. Again, Jim connects 
students’ learning from practicing to Observe and 
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Reflect: Evaluate to the central idea of the assign- 
ment, which is to link technique and expression 
(Develop Craft: Technique and Express). His use of 
the Hopper print is intended to help students be- 
gin to connect their own art-making to other artists’ 
work (Understand the Art World: Domain). 

This Critique proceeds one-by-one through 
each piece, with students making observations and 
evaluating their own work and working process, 
and then listening to comments about it from Jim 
and the rest of the students. Suggestions for further 
work involve noticing an interesting aspect nascent 
in the work (Observe and Reflect: Evaluate) and 
figuring out ways it could be taken further (Envi- 
sion and Stretch and Explore). For instance, Jim 
tells one student that she can work on hers without 
the models so that she can focus on heightening the 
contrasts. This suggestion connects to her other re- 
cent work (discussed in the opening Critique) that 
involved building up abstract compositions. Thus, 
this final Critique integrates all eight Studio Habits 
of Mind. 


These examples of Critiques illustrate that Critiques 
can have a variety of structures and functions. A key 
strength is that they aim to help students integrate 
their learning and development of Studio Habits of 
Mind. Students are meant to learn how asking ques- 
tions and explaining ideas can support evaluation 
of a piece, to connect their work to that produced 
by others in their class and throughout history, to 
observe how different techniques can produce dif- 
ferent expressive effects, and to stretch beyond their 
usual habits to envision new possibilities for their 
work. Teachers can guide Critiques flexibly so that 
they highlight the integration of different Habits at 
different times. For instance, in the planning stage of 
a drawing, Critiques may focus more on tying Ob- 
serve to Stretch and Explore and Envision. Students 
are meant to open up and explore a range of pos- 
sibilities for their work. After the work is complete, 
the Critique may focus on tying Observe with Re- 
flect: Question and Explain and Evaluate. Students 
are meant to figure out and describe what aspects of 
a work function well, which do not, and why. 


CONCLUSION 


A Common Language 
for Intellectual Growth 


n Smart Schools (1992), David Perkins describes 

two components of learning experiences that 

educators need to address. Teachers must decide 
what students should learn and how to teach them. 
Our analysis of visual arts teaching in studio pro- 
grams has revealed what we believe to be the real 
curriculum in arts education. The what is a set of 
studio-centered “thinking dispositions” (Perkins, 
Jay, & Tishman, 1993) that we call the eight Studio 
Habits of Mind, many of which might also be useful 
for students in other subject areas. We also looked at 
how studio art teachers set up instruction to teach the 
Studio Habits of Mind and identified three Studio 
Structures as emblematic of studio classes. Together, 
the Studio Habits of Mind and the Studio Structures 
make up the Studio Thinking Framework. 

We have outlined the Studio Thinking Frame- 
work, not as a recipe for teaching studio classes, but 
rather as a set of lenses for thinking about teaching 
and learning in the visual arts. While we built the 
framework by looking closely at the practices of 
five high school visual arts teachers, we are begin- 
ning to see it used in diverse settings—in studio and 
non-arts classrooms at all grade levels, in classes for 
other arts disciplines, and in pre-service, in-service, 
and graduate level contexts. In addition, we envi- 
sion its use in future research on arts learning, arts 
assessment, and arts teaching. 

In this final chapter, we discuss some of the var- 
ied ways our five collaborating teachers and teachers 
who were not part of the original research but who 
were introduced to the framework more recently, 
have used these ideas in their studio classrooms, 
reflecting their diverse professional styles, teaching 
goals, and students’ needs. We also consider how 
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the Studio Thinking Framework may “put our find- 
ings to work” in other arts and non-arts disciplines, 
by extending arts learning goals and strategies into 
a range of different disciplinary and teaching con- 
texts. And we consider how future research may ex- 
plore ways to nurture and deepen learning in arts 
classrooms. 


USING THE STUDIO THINKING 
FRAMEWORK IN THE VISUAL ARTS 


In 2004-2006 we extended our research to Alameda 
County, California, where we worked with five pub- 
lic school visual arts teachers, two at K-8 schools 
and three at high schools. When observing these art 
teachers as they began to use the Studio Thinking 
Framework, we noticed that the first moves they 
made with it were generally to assess their own 
teaching: 


e What habits of mind do I tend to emphasize? 

e What habits are naturally built by particular 
assignments? 

e Which habits come up frequently in individual 
consults with particular students? 


Once these teachers spent several months view- 
ing their own work through the lenses of Studio 
Habits, they began to use them in other ways. Some 
supervisors used them as observation tools when 
they visited classrooms, to monitor the emphasis 
of instruction. Teachers often used them to analyze 
their teaching intentions and/or the standards for 
which their instruction was meant to aim. 
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Assessment is a promising area of use. Since 2003, 
we have been examining what the Studio Habits of 
Mind look like for different ages of students and 
at different levels of understanding. Many teach- 
ers find the habits useful as ongoing assessment 
when observing their students, because the habits 
help teachers make their intentions explicit to them- 
selves and to their students; consider who is meet- 
ing, exceeding, or falling below their expectations; 
and consider how they might intervene more effec- 
tively. We are now describing “levels” within habits 
as well as trajectories of growth in which habits are 
combined as students develop greater expertise. We 
are currently working to develop assessment tools 
with clear criteria for monitoring student learning 
and growth over time. 


USING THE STUDIO THINKING 
FRAMEWORK IN OTHER ARTS AND 
NON-ARTS DISCIPLINES 


The Studio Thinking Framework emerged from ob- 
servation and analysis of teaching in the visual arts. 
However, the dispositions we identified for teach- 
ing of the visual arts are similar in type to those re- 
quired in other disciplines. It seems probable that 
the Studio Habits of Mind differ from Habits of 
Mind required in other disciplines only by empha- 
sis (e.g., there is likely more concern with “Express” 
in visual arts than there is in mathematics, science, 
or history) and the contents and contexts in which 
the thinking is applied (e.g., “Understand the Art 
World” has counterparts in “Understand the Math- 
ematics World” or “Understand the Music World”; 
“Envision” in visual art may employ mechanisms 
that overlap with “Envision” in science). Indeed, 
the Studio Structures should support constructivist 
teaching in any discipline in which instruction keeps 
disciplinary work at the center of students’ learning 
activities. And in all classes, students should be en- 
couraged to evaluate their own work and be able to 
explain their work (Reflect: Question and Explain, 
and Evaluate), to take risks (Stretch and Explore), to 
become passionate (Engage), and to stick with prob- 
lems over long periods of time (Persist). Therefore, 
the thinking dispositions that we have identified as 
central to visual arts teaching may also play a prom- 
inent role in other disciplines. 

In other arts disciplines (e.g., music, drama, 
dance), teachers have compared and contrasted 
the case from visual arts with teaching and learn- 


ing in their own disciplines. In music, for example, 
one might alter “Observe” to become “Listen and 
Observe”; in Theater, “Observe” might become 
“Attend” (as suggested by Judith Contrucci, Co- 
ordinator of Visual and Performing Arts for the 
Cambridge, Massachusetts, public schools). In “De- 
velop Craft: Technique,” music teachers might shift 
the subcategory “Studio Practice” to “Rehearsal 
Practice.” And in the Studio Structures, musicians, 
dancers, and theater artists might add “Rehearsal” 
or “Ensemble” as a fourth learning structure, since 
collaborative group contexts are so central in teach- 
ing in those domains. With minor alterations to ac- 
commodate such specialized aims and contexts, 
the Studio Thinking Framework is already guiding 
planning and teaching in other arts disciplines by 
helping teachers reflect on ways to keep making and 
thinking at the front of their minds as they plan and 
teach in their own arts disciplines. 

An added benefit of the Studio Thinking Frame- 
work is that it can foster professional dialogue by 
helping teachers in different arts disciplines con- 
sider how it is profitable to see the “arts” as a single 
instructional area, the ways in which it is useful to 
differentiate arts disciplines one from another, and 
the ways in which the disciplines can enhance one 
another. For example, in dance, classes tend to be 
structured with many repetitions of very short struc- 
tures, such as a 1-minute Demonstration—Lecture, 
followed by a 2-minute Students-at-Work session 
and a 30-second Critique. Some music rehearsals are 
similarly conducted. These anecdotal observations 
could be the spark that leads to rigorous research 
analysis of these contexts to seek patterns of instruc- 
tion typical in the domain and of high-quality in- 
struction in different learning contexts (e.g., early in 
the introduction of a piece, when warming up, or 
when approaching a performance date). 

In non-arts disciplines, the benefits are similar. 
Too often, arts teachers feel themselves relegated to 
the remote edge of the conversations about reform- 
ing teaching and learning. However, with the Stu- 
dio Structures defined, teachers of other disciplines 
can consider the benefits of adding more visuals and 
demonstrations to their lectures, making lectures 
briefer, and focusing them on information that is 
immediately useful for the task students are about 
to undertake. Coupled with using Students-at-Work 
sessions in their classes, non-arts teachers may find 
that Demonstration—Lectures provide just the op- 
portunity they need to model ways that experts in 
their subject areas conduct disciplinary tasks (e.g., 
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analyzing a primary document, designing an ex- 
periment with appropriate controls, finding an in- 
triguing problem in mathematics and systematically 
working to solve it). 

The Students-at-Work structure is a natural for 
teachers of any discipline who believe that students 
need to construct meaning in order to understand. 
Teachers can observe and intervene in ways that al- 
low them to differentiate instruction for students, 
depending on their needs and challenges. The struc- 
ture allows teachers to emphasize formative assess- 
ment, identifying targets of difficulty and offering 
“just-in-time” intervention for students as they con- 
duct research, write, or solve problems. 

Finally, Critiques are a logical addition to non- 
arts classrooms. When teachers make occasions for 
student work to be viewed and discussed publicly 
while it is in process, students can learn to function 
as a community of learners focused on developing 
understanding as a group. This is what goes on in 
the Japanese mathematics classrooms as described 
by Stigler and Hiebert in The Teaching Gap (1999), in 
which teachers assign a single problem, groups work 
to solve that problem, and then the group together 
discusses not the answer but the processes of prob- 
lem-solving. As teachers identify and define ways 
to contribute usefully in Critiques, they may see the 
reflective conversation about learning that happens 
during Critiques begin to carry over to times when 
students return to working individually. 

An additional value of the Studio Thinking 
Framework for non-arts teachers is the assistance it 
offers for interdisciplinary work. Students respond 
to arts experiences when they are interspersed in 
instruction in non-arts domains. But often, the 
non-arts teachers have no idea what constitutes 
a genuine arts experience, as opposed to a trivial 
use. When using arts to invite interest in a non-arts 
topic, the Studio Habits of Mind can guide teachers 
to consider artistic values that the activities might 
foster. And, when developing interdisciplinary 
units among a group of teachers, having the Studio 


Habits available makes it easier to identify over- 
lapping concerns between the non-arts disciplines 
and the arts. Such overlaps seem a promising area 
of exploration for rigorous interdisciplinary stud- 
ies and/or research about effectiveness in interdis- 
ciplinary curricula. 


USING THE STUDIO THINKING 
FRAMEWORK BEYOND THE CLASSROOM 


The Studio Thinking Framework could also be used 
in future research to demonstrate best practices that 
promote learning. Using this tool, researchers will 
be able to describe and contrast classroom practices 
more precisely. Ultimately, research should be able 
to determine which particular variations result in 
higher levels of student learning in particular con- 
texts. For now, though, such conclusions are prema- 
ture. What we present here is a description of the 
range of patterns that we observed in five class- 
rooms. By reflecting on these examples, we believe 
that teachers can become more aware of and better 
able to refine their own teaching practices. 

In addition, we see the Studio Thinking Frame- 
work as a tool to promote professional dialogue 
across local, district, state, and university con- 
texts and across arts disciplines. And, in politically 
charged atmospheres of accountability and tight 
budgets, the Studio Habits of Mind can help explain 
and justify programs to parents, administrators, and 
groups who control resource allocation to schools. 

Our framework is now starting to be used by di- 
verse groups of teachers, in visual arts, other arts, 
and non-arts disciplines, and we are just beginning 
to learn how its usefulness may extend beyond re- 
fining classroom instruction. We hope that you, 
readers of this book, will be alert to ways that the 
Studio Thinking Framework supports your efforts 
to teach rigorously, both within and beyond the 
classroom context. When you put the framework to 
use, please, let us hear from you! 


APPENDIX A 


Project Examples 







School and Teacher Example Number 
The Boston Arts Academy 


African Pottery 
Imaginary Creatures 
BETH BALLIRO Inventing Colors 
Secret Ritual Vessels 


Creating Hat and Vest 
KATHLEEN MARSH Mounting the Show 
Self-Portraits in Colored Pencil 


Walnut Hill School 


Jason GREEN 4.2, 10.2, 12.6 


Tile Project 6.1, 7.2 


Jim WOODSIDE 12.4 


Light and Boxes 4.3, 5.3, 9.2 
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APPENDIX B 


Conducting the Research 


ods by which it is conducted. This appendix 

describes the methods we used to develop 
the Studio Thinking Framework to make transpar- 
ent the empirical processes we employed in our re- 
search design. ` 


Ree is only as trustworthy as the meth- 


SETTINGS AND SUBJECTS 


Over the 2001-2002 school year, we filmed 38 classes 
in five classrooms at two high schools that focus on 
the arts, the Boston Arts Academy and the Walnut 
Hill School. The five teachers all were practicing art- 
ists. The three teachers at the Boston Arts Academy 
are teachers licensed by the state of Massachusetts, 
and all five teachers have Master’s degrees, either 
M.F.A.s or M.Eds or both. Students at the Boston 
Arts Academy are proportionally representative of 
the demographic profile of the Boston area in so- 
cioeconomic status. Students at Walnut Hill are an 
international group including local suburban and 
urban students and students from across the United 
States and from abroad, with a concentration of Ko- 
rean students. Students at Walnut Hill are mainly 
middle or upper-middle class with some students 
receiving full scholarship. At both schools students 
are admitted by portfolio review and/or on the ba- 
sis of admissions tasks and interviews. Students 
who are admitted showed interest and promise in 
the visual arts, but few have highly developed lev- 
els of technical skills upon admission. 
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DATA COLLECTION AND 
FIRST-LEVEL ANALYSIS 


We documented classes that ranged from 1.5 to 3 
hours in length; twenty-two classes at the Boston Arts 
Academy and sixteen classes at Walnut Hill. Nine 
sessions were 3-hour, 9th-grade classes at the Boston 
Arts Academy; seven were 1.5-hour 9th-grade class- 
es at the Boston Arts Academy; sixteen were 3-hour 
mixed 9th- through 12th-grade introductory class- 
es at Walnut Hill; and six were 3-hour 12th-grade 
classes at the Boston Arts Academy. This yielded a 
total of 103.5 hours of classroom observation. Data 
included videotapes with audio shot by our project 
videographer that focused on the teacher, field notes 
by a second researcher-observer, and memos written 
by the observing researcher immediately following 
each observation. Videos captured teachers talking 
to students but not conversations between students. 
After each filming, we created video clips of 
events in the classroom that we wanted to learn 
more about, based on our review of the memo and 
on debriefing conversations between the videogra- 
pher and observer. We wrote a standard interview 
protocol that we revised for each class to suit the 
particular data, and we followed up with an audio- 
taped interview of the teacher about a week after the 
filming. During interviews one researcher viewed 
clips together with the teacher and probed what was 
going on. Additional data were collected in the form 
of photographs of student work and curriculum 
documents and/or program descriptions. 
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DATA ANALYSIS 


Videos and audiotapes of the interviews were tran- 
scribed. Analysis triangulated video and audio 
transcripts, videos, photos of student work and cur- 
riculum documents, and field notes and memos. It- 
eratively, we looked for patterns of interactions and 
uses of time and space, both within each teacher’s 
classes and across all five teachers. This resulted 
in identification and then definition of the Studio 
Structures, which are based on characteristics ob- 
served across the teachers. 

We then segmented transcripts of the documented 
classes into categories for each Studio Structure. Next, 
we reviewed the Students-at-Work segments of four 
classes we selected randomly as code-development 
cases, in order to develop categories of what we saw 
being taught. We looked for patterns in the transcripts 
and then developed “native” concepts that described 
how each teacher talked about his or her intentions for 
student learning. Next, our research team collapsed 
the teachers’ personal concepts into fewer categories, 
resulting in 11 “codes” for intended learning and a 
code we called “other.” Through iterative compari- 
sons across codes within the four code-development 


classes, our team of five researchers created a coding 
manual with examples from the transcripts that we 
used to guide the next phase of analysis. 

At this point, we randomly selected and assigned 
about 35% of the remaining classes (12) to three 
members of our research team, two of whom cod- 
ed each class. During this process, we continued to 
bring examples that confused us to our meetings to 
refine our codebook. When analysis of the 12 classes 
was complete, we tested the reliability across coders 
and found that it was strong (between 0.7 and 0.9). 
We then randomly divided the remaining 22 classes 
among the three coders so that each coder analyzed 
seven or eight classes. 

As we began discussing our preliminary findings 
with others in the field, we eliminated the “other” 
category and, in three cases, combined two codes 
(Technique and Studio Practice were combined into 
“Develop Craft”; Question and Explain and Evalu- 
ate were combined into “Reflect”; and Domain and 
Collaborate were combined into “Understand the 
Art World: Domain and Communities”). The result- 
ing eight categories of “what” art teachers intend to 
teach became the eight Studio Habits of Mind pre- 
sented in the chapters in Part II. 
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